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Short vovre1 are transcribed as follows: fatha -. 1 ,r rmr -u f 
kasra -i. The two diptho ogs appear as aw and ay. The definite 
article in compound names is always given as al ' is 
aAbdal- 
.1 
Hamid and the word ibn when it occurs between two names as bin. 
10 Rl F'AC 
In 1976 I paid several visits to the Our'an exhibition in the 
British Library organised by Dr Martin Lings and Mr Yasin Safadi. 
Prior to that year my interests in Islamic manuscripts had cent- 
ered on illustrated ones, but in 1976 I began to develop a much 
greater interest in Qur'anic illumination and calligraphy. As the 
result of a number of conversations with Martin Lings I decided 
to make the development of illumination and calligraphy in Mamluke 
Qur'ans the subject of this doctoral thesis. One of the main reasons 
for this apart from the obvious importance of fourteenth century 
Mamluke Our'ans was the large number of Mamluke ! fur'ans to which T 
had access at the Chester Beatty Library. 
Ply concern has been almost entirely with technical development 
up to and including the period of Sultan S hacban , 1363 - 76.1 
have not dealt with subject of binding since so few Mamluke (ur'ans 
have their original covers. 
Between 1977 and 1982 the pursuit of this research has taken me 
to many countries in the Middle East , as well as htrope and 
the 
United States. Colleagues , too numerous to mention , 
have without 
exception given me all possible help. To them all I express nw 
deepest thanks. 
This research war, made E'inanci311y possible by a number of grants 
from the followinp, institutions in Ireland and the United Kinnom: 
The Chester Deatty Library, Dublin; The National University of 
Ireland ( University College, Dublin); The University of Durham. 
I would like to thank Dr Ralph Austin of the School of Oriental 
Studies, University of Durham for his help with this thesis in num- 
erous areas , Dr Patrick Henchy of the Chester Beatty Library for 
enabling me to be released from ur normal duties on several oco- 
aaions and the examiners of the completed work for agreeing 
to read it. 
Above all I would like to thank my wife ' Verna, for all her 
assistance and help over the past several years. No one knows 
more than she how much time and effort has gone into collecting 
and assembling this information. 
David James. 
Abstract 
The purpose of this study is to trace the development of Qur'anio 
illumination and calligraphy under the Mamlukes from the earliest 
known Qur'an of 1304 down to and including the reign of Sultan Al- 
Aabräf ' Shaoban , 1363-1376.. when the finest manuscripts of the 
period were made. As this phenomenon needs to be set in context 
vis-a-vis not only what was happening in Egypt prior to 1363 , but 
also developments in Iraq and Iran whose manuscripts are believed ';. 
to have had a major influence ' those areas are also examined in det- 
ail. 
The initial introduction surveys the development of the Qur'an 
as a work of art down to the beginning of the Mamluke period'", to 
place Mainluke 9 Iranian and Iraqi manuscripts in proper historical 
perspective. Existing literature is surveyed and a statemnt of 
problems facing the student presented. 
Chapter One deals with Cairo up to 1330. Most of the manuscripts 
examined are the work of a team of craftsmen of whom we first become 
aware as the producers of the Qur'an of Baybars al-Jäshankir in the 
British Library , which in many ways may be regarded as the key 
manuscript of the period. The careers of the calligrapher Ibn al- 
WahTd and the illuminators are studied on the basis of: i) their 
known works; ii) works attributable to them : iii) historical 
sources. 
The Second and Third CUpters examine what, was happening in Iraq 
and Iran from 1304 to 1316 and study in detail the four great 
.. ww 
Qur'anic masterpieces of ths*century s three made for Oljaytu 
in Baghdad 9 Mosul and Hamadan ' and one probiably commissioned 
"b. " 
by his predecessor, Ghäzän. The careers of the calligraphers 
and illuminators involved in these Qur'ans is surveyed here 
y and in all subsequent chapters on the basis of i, ii and iii 
in the previous chapter. At the end of Chapter Two relations 
between Cairo and Iraq during the early years of the century 
are studied and evidence produced to show that painters fam- 
iliar with developments in Baghdad were in Egypt several 
decades before the appearance of the Hamadan Qurtan 9 to which 
suoh importance is usually attatched. 
Chapter e. `greats Iran and deals with the problem of the 
Hamadan Qur'an , relating it to contemporary manuscripts made 
for 61jaytu , explaining how it came to Cairo axr examining 
what effect it had there. In the same chapter another closely 
connected fragment is studied : the only surviving juxt from 
a Qur'an made for Rashid al-Din ' probably at the Rabc-i Rash3dT. 
Chapter Four traces developments in Egypt and Syria from 1320 
to 1356 and concentrates s* two different categories of manuscript. 
First those copied and we believe illuminated by Ahmad al-Mutatabbib 
in Cairo around 1330. The location is given in several colophons. 
These aanusoripts demonstrate the decline of the Sandal tradition 
in Cairo (he being the master illuminator of the Baybare Qur'an). 
This CM be contrasted with the situation in Damecus Where, ke 
believe,, an, in porrtant Qur'an was copied and illuminated at the 
and of the fo th decade. 'In previous chapters we 'have 'dried to 
assemble, "info i` on Syrian calligraphers and artists prior 
to 1340 , though thie is difficult due to the abmenoe of manue- 
cripts of unquestionable Syrian proven oe. In the same chapter 
two problem Qur' ane by calligraphers s of "the school of Yq ,t are 
dealt `tirithý One Was apparl tly copied in Cairo in 1344 ' while 
the other was certainly there in 1356. We believe that it can 
be shown that the first is genuine and adds a new fact to the 
sparse biography of the calligrapher I Mubärak-Shäh al-Suyüfi. 
In Chapter Five Iran and Iraq during roughly the same period 
are studied. Four major series of manuscripts are examined to 
show what was happening in those areas. Perhaps the most imp. - 
octant is that made by Yaby al-Sif in Shiraz in 1344-5 which 
Domains tul ' and virtually complete, documentation. We also 
deal with atiö er Vpro"blemv group : manuscripts with Turkic 
inter-linear translations. These we attempt to show all date 
from the fourteenth century 9 though whether of Anatolian 
Azerbeyjani I or perhaps Central Asian origin,, is unclear. 
Chapters Six and Seven examine the Qur+ans of Sultan Sha°bän 
0 his mother Khwand Barakah and several of his amirs. These 
can de divided into three groups, I consists of minor works. 
II comprises several closely related manuscripts rightly reg- 
arded as a 'classic' Mamluke type. The calligraphy and especially 
the illumination of this group is studied in detail to show that 
its origins ( the illumination at least ) lie-, in earlier Mat- 
e work. Group III is entirely different. It consists of those 
manuscripts illuminated by Ibrähim al-Amid!. This outstanding 
painter is the illuminator of Cairo National Library Ws 10 s 
a fact we know from his own colophon. However, so unique and 
distinct is his style that it is possible to at-tribute a number 
of Qur'ans to bis hand, An attempt to define exwtly the nature 
of his style is made and traced through several manuscripts. We 
believe that it can be e xn that the painter was trained in 
-d- 
in Iraq and Western Iran , where he worked for it time before coming 
to Cairo in the thirteen-sixties. The illumination produced by him 
marks the culmination of the Iranian/Iraqi tradition in Cairo : one 
which makes its appearance in the earliest Mamluke Qur'an of 
Baybars al-Jäshanktr. 
All the inscriptions found in these manuscripts have been fully 
translated. The originals ' Figs 1-31 are located in an appendix 
at the end along with such important biographical information as 
we have been able to uncover in printed and manuscript sources. The 
thesis is accompanied by a portfolio of photographs to illustrate all 
points made. 
f 
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Introduction. 
i) Qur'anic illumination and calligraphy to 1250. a) Kufic Qur'ans 
There can be few museums and libraries with Islamic collections that do 
not have at least some pages from a kufic Qpr'an. Kufic Qur'an script 
of the 9th and 10th centuries is perhaps the most easily identifiable 
of all the numerous forms of Arabic script and is certainly the most 
majestic. 
Detailed studies of the 0. velopment of kufic have been made, especially 
of the early type:, by Anbot, Karabacek 
2 
Jeffery and other scholars 
during the first half of his century. Despite this, the field of kufic 
Qur'an remains for many scholars a rather hazy area where facts are 
thin on the ground, but nevertheless have given rise to long complex and 
often heated arguments. 
The basic problem is that kufic Qur'anis, unlike other manuscripts, are 
never dated, and are always unsigned - apart from those with spurious 
attributions to 
iJthmän 
- usually complete with bloodstains - and 
`All. 
Nor do any bear dates. Occasionally we are fortunate in having manu- 
scripts with Ma f inscriptions that are probably correctly assumed to be 
contemporary, though we can not be certain that this is always the case. 
Furthermore, the changes occurring in kufic Qur'ans are slight at first 
glance, even though the manuscripts were produced over several centuries. 
The position, then, is that we have a large quantity of fragmentary 
Qur'an (there are no complete ones), all undated, almost none of which 
we can attribute positively to any specific area between Spain and Central 
Asia. 
At this point let us look quickly at the manuscripts - kufic is often 
used as generic term to Dover at least six different though related 
a 
-2- 
types. The earliest identifiable types is mekkan. This differs from 
kufic in the known examples only insofar as the flit inclines slightly 
to the right. Initially there were other differences but these dis- 
appeared so that kufic proper and mekkan were written in virtually the 
same way. Mekkan Qur'ans, unlike kufic ones, have a vertical rather 
than horizontal format. 
Two other early types which have been positively identified are n 'il, 
45 
pointed out by Karabacek, and maw. identified by Nabia Abbot. Mf 'ii 
looks very primitive with tall blunt-ended vertical letters, usually - 
6 
though not always - 'a'ii ,' that is to say 'inclining' to the right. 
All surviving copies are on manuscripts of vertical format. In mas 
Qur'ans the script is usually drannout or extended horizontally. This 
technique is used in later kufic manuscripts,,, though these are to be 
distinguished from true p&sha. Whereas mokkan and , ß;, 
i1 are Hi jasi 
scripts, though they may well have been used in Xutah, arose in 
southern Iraq. Like the Hijazi scripts, however, the earliest examples 
7 
appear in vertical format, not the horizontal one. 
Kufic proper in fact consists of many variants, but its outstanding 
characteristics are a bold, majestic precision, in which the letter alif 
inclines sharply to right in its lower part. These manuscripts, which 
date from the ninth to eleventh centuries, are always in horizontal 
foriat. 
The two remaining types are western kuftc, of which there appear to be 
two distinct categories, one resembling ordinary kufic, the other Eastern 
kufic, but both characterised by deep curves below the line of script. 
Finally there is Eastern kufic which is readily recognisable by its 
upward vertical strokes sweeping obliquely to the right, its similarity 
4 
-3- 
,ý 
to iah and its use of the 'modern' system of vocalisation. 
The only dated specimens occur among the three latter groups, there 
are no mekkan, m'}l or Spb. manuscripts with contemporary waqf 
inscriptions. Dated veafý iyaha are so rare that it will be worth 
mentioning them at this point. The earliest Qur'an with a dated wagf 
inscription is one divided between the National Library, Cairo, and 
Cambridge University. This bears the date 866. The next three are 
9 
also in Cairo, dated 880,883 and 884. According to the late D. S. 
Rice these three"Qur'ans are dated 909: 
0o 
in Topkapl, 'one in the 
National Museum Damascus and one in the Cheater Boitty 
i2 
However, the 
latter which can only be the one Rice referred to, is dated 911 and 
we have not been able to establish whether, aºll bear this date - in whidi 
case they are probably part of the same aam*script, endowed to the Great 
Mosque of Damascus in 911, or whether the other two are dated 909 and 
therefore part, or parts of separate Qur'ans. From the first half of 
the 10th century we have a small number of manuscripts divided among the 
13 
libraries of Paris Istanbul and Cairo, dated 912,919,920,948 and 950. 
Also in the 10th century we have the first appearance of Qur'ans in 
Eastern kufic script. The earliest is dated 905 and is in the Chester 
Beatty Library. The Library has other important examples, possessing 
both the earliest example of true Eastern kufio, in a copy of the 
14 15 
MhoQu of Niffarl dated 955, and the first example of a Qur'an in this 
script. This is one part of a four volume Qur'an, dated 972, another 
part of Which iain Istanbul. This incidentally is the earliest known 
Qur'an on paper as opposed to parchment. 
There are a number of dated eastern kufic Qur'ens from the 12th and 
13th centuries. The last known manuscript in Eastern kufic script is 
-4- 
one in the Mashhad Shrine Library, which bears the date 1223'. 
16 
As far as Western kufic Qur'ans are concerned, there is only one dated 
example. This is the manuscript commissioned by the old nurse of the 
17 
Zirid monarch al-Mucizz in 1020 
Despite their antiquity and rarity the ma' l Qur' ene are gnerally in 
excellent condition. We know of at least four copies, the most famous 
being that in the British Library 18 This has the classic features of 
a! il though not the auf bending to the right which is supposed to be 
a feature. Karabacek who identified a; il poiuts out the similarity 
between the British Library manuscript and one reproduced in Moritz 
19.20 (ho. 44). This in turn is virtually identical to lets. 1615 in the Chester 
Beatty Library. There is also an interesting series of at least three 
other ýi Qlur'ans which were re-used by Christian scribes as palimpsests. 
These manuscripts, like all, the other groups are not one single entity, 
but have quite considerable divergences. Nevertheless all can be 
attributed to the 8th century. They exhibit the features of manuscripts 
of that times little vocalisation and diacriticals, avahe separated by 
clusters of stroke, surahs separated by lines and no titles. The only 
illumination to be found in these manuscripts is a simple band of 
decoration between the auras. 
The same feature occurs in one of the most important of e 5,2 manu- 
script$. The decoration is much more elaborate, reminiscent In many 
ways of Coptic work, though as it is the only. fova of,, duration we are 
probably Justified in attributing it to the late`8th or early 9th century. 
22 
There are at least two examples of true mahm, Q1 r't s in which the 
ligatures are not simply e ztended lut . 
the script itself is flattened 
and rather squat in appearance. 
4 
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As far as we can tell from the early examples the original format of 
Qur'ans was vertical, not horizontal as we see in the kufic Qur'ans. 
The origins of both formats is hard to explain. Why did the early 
muslin scribes choose a vertical rather than a square or horizontal 
format? The christians of the Hijaz are not believed to have, had any 
written scriptures. While the Jews, even they possessed copies of the 
Pentachuch, would have had them in scroll form. We can only presume 
that the format was based on that of the Greek or Syriac codex with 
which the muslims would have come in contact after the 630'x. 
Why then did the format change in Kufah-to a horizontal one? This 
can hardly have been to facilitate the writing of aeigi since the 
earliest NOMW manuscripts are in vertical format and kufic in any case 
does not always use the technique of elongation. 
The usual explanation to that the Qur"ans were modelled on the format 
of monumental inscriptions. This may be the aase but there are no 
inscriptions of the appropriate type before the 3r'd Islamic centusy. 
23 
24 
fered an additional, though I think rather fanciful: Ettinghaueen of 
alternative: uaaeiy that in a mosque the worshippers line up along the 
horizontal axis instead of across it an in a church and the horizontal 
axis of the Qur'an was a reflation of this. 
It is interesting that this new format arose in Iraq the country in 
the 'Middle East with the largest and best established Jewish community 
of the entire area at this time. Hebrew scrolls of the Petatauch rare 
carefully prepared according to religious law. They are made of 
separate sections *hieb are sewn together. These sections are exactly 
the sane shape all the pages of the kuf is Qur'an. It is the ot, t19 other 
example of a ? ritten document having this shape. Is it possible that 
-6- 
such pieces may have been used for writing copies of the Qur'an in 
Kufah, perhaps acquired through jewish converts? The majority of mus- 
lams in Mesopotamia were after all converted Jews, chrietians or 
Zoroastrians. Given the relative scarcity of parchment there is no 
reason why this could not have been so. Such things did occur. There 
is the proven use of Qur'an pages for christian cafnonical writings. In 
25 
1914 these were published by Mingana. If auch scroll pieces had been 
used, or even re-used as palimpsests it would have been natural for them 
to have been written on horizontally rather than vertically, 
The development of the kufic script has been dealt with at length in 
numerous works and hardly needs any further elaboration: Briefly, the 
script arose in the lot Islamic century and existed alongside mekkan - 
and several other scripts which have disappeared without trace. The 
differences between the two were never very great and mekkan and kufic 
finally merged and-the term kufic became synonymous with Qur'anic script. 
Manuscripts were produced over ,a 
period lasting more than three centuries. 
Despite the conservatism of scribes different types arose, some of which 
have been documented, though many have not. 
Medieval muslim historians of the Arabic script unfortunately give us 
virtually no guide to the development of kufic. Almost all the 
terminology refers to the cursive forms, despite the fact that kufic was 
in use for several centuries. 
Ibn al-Nadim, for exAmple, tells us only that after the rise of the 
2 
Abbasids, people continued to use the 'old' script 
i. 
e. kufic. But 
he has no detailed description of the characteristics of the script. 
___ and 
were identified by Karabacek and Nabia Abbot by 
examining the auurviving examples and comparing these with the meagre 
- 7- 
infoniiation available in the writings of the historians. 
Many manuscripts do have easily distinguishable calligraphic and vocal 
features which make categorisation into sub-types possible. The 
development of vocalisation is already well-established. First the 
system of coloured dots, introduced in the first Islamic century, then 
the adoption of short strokes taken over from Fyriac, with the one in 
use today coming into gradual. use from the second Islamic century. 
However some Qur'ans unusual and elaborate systems that appear to have 
been confined to specific areas and eras. Until the manuscripts are 
properly sorted out it is difficult to make much progress in surveying 
the process of development. 
The question of provtrance is another complex matter. Because large 
numbers of kufic Qur'ans survive in Qairawan, North Africa has been 
proposed as one of the major centres of production. However the earliest 
date nie have for the existence of true kufic manuscripts in North Africa 
is 1293 AD when the Qairawan Nosque library had an inventory made of the 
contents. 
27 
We know, for example, that the famous 'blue' Qur'an was these 
at that time. However this was at least 400 years after it was written. 
In all probability these manuscripts - or a proportion of them did 
originate there, but their more existence in that area over the past 700 
years is not conclusive proof of their origin.. 
One Qur'an that we know definitely wes produced in North Africa is that 
made in 1020 for the old nurse of the Zirid monarch al-Muuizz. This is 
copied in a type of kufic which despite its having been called Western 
kufic more Closely resembles lastern kufic. The difference between this 
manuscript and those of the second variety of Western kufic is so marked 
that it is difficult to believe that both were produced in the same place. 
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Nevertheless the North African origin: of the 'Nurse's Qur'an' is 
beyond doubt. This being so might we not be justified in attributing 
more of the so-called Eastern kufic manuscripts to North Africa and 
Egypt? This would certainly explain why we-have no Qur'ans from the 
Fatimid period. 
Equally, the total absence of Qur'ans from Islamic Spain before the 
12th century can perhaps be explained by wrong attribution. It is 
hardly believable that nothing survives from the contemporaries of the 
Abbasidss, the Spanish Umayyads - 8th to 11th centuries. The libraries 
of Istanbul contain numerous maghribi Qur'as; s brought there by Moorish 
refugees from the 13th century onwards. It is hard to believe that 
none of these possessed older treasured copies which were taken away for 
safe-keeping after the falls of Cordova, Seville and Valencia. 
As the surviving art and architecture of the Spanish Umayyads was very 
much influenced by that of Syria, in theory, we should not expect Qur'ans 
produced in Spain to differ much from those at the other end of the 
Mediterranean. There is no way of idenitfying these as yet. There is 
however one portion of a Qur'an in the Chester Beatty . 
Library, with 
remarkable decoration that can beat be explained by assuming that it 
came from Spain - perhaps North Africa. It is probably quite late as 
the vivid colours are unusual in, kufic manuscripts but quite typical of 
ma hribi Qur'ans. Another portion of the Qur'an survives in the TISM. 
Illumination in kufic Qur'ans began simply as a band dividing the 
Sarahs Theb4nd became a title, usually written in gold kufic, often 
with a palmette at one and. These could be pear-, or circular-shaped 
filled with a simple fret design or there was a more elaborate winged 
variety. When surah-heading ornament developed fully it could be quite 
,. 
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magnificent, especially the palmettes. There is one Qur'an which has 
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its palmettes in the form of little trees and shrubs. In later times 
the former simple method continued among m+aghribi Qur'ans while the more 
elaborate types are found in the East. 
The series of strokes separating the inhe become circles, or pyramids 
of circles with each 5th and 10th indicated in a more elaborate form and 
with medallions bearing the words five and ten in the margin. 
As in later cursive manuscripts the main virtuoso areas were at the 
beginning and end of the portion, or the complete copy. The chrono- 
logical development of these pages is, along the following lines. 
The earliest consist of a tripartite division of the page: a central 
motif flanked by rectangular upright panels. One of the beat known 
examples is CBL Me 1406, which Ettinghausen discussed in detail29 He 
pointed out the similarity between this and that of the Vienna Dioscorides 
of 512, and suggested Syria as the place of origin of both, mentioning 
the connection with a type of Coptic bookbinding also produced in Syria. 
The colours, gold and sepia are quite typical of kufio Qur'an illumination. 
So too is the fine winged palmette, the origins of which have been variously 
suggested an the ansa or handle on Roman inscriptions or the leafy finial 
attached to the stripe or clavus on Coptic garments. Another example is 
in CBL Ms 1407. Both designs occur in later paper manuscripts. This 
Qur'an contains a fine complete finis-piece which is a good example of 
the second 
30 
tyke, It consists of a rectangular panel surrounded by a 
border into compartments. Patterns of this type are of considerable 
31 
antiquity. We can see similar ones in earlier Biberno, Anglo-Saxon 
manuscripts which probably ultimately go back to the same common source. 
The next type is one in which the entire area is divided into squares 
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or rectangles. In a page in the Freer Gallery there are W number 
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of interesting additional features. Both the short pieces cutting 
across the corners and the tiny checkerboard pattern are found with 
increasing frequency in later manuscripts. 
At least three other types are frequently employed. There, is one 
33 
which looks as if the main pattern has been cut from a longer panel. 
There is another in which semi-circular or triangular pieces intersect 
34 
in the centre. The third is one that occurs very often and consists of 
two identical motifs side by side on each half of the page. This seems 
to have been quite a late development, resu], ting from the all over 
pattern being divided into two parts. We can see what appears to be 
35 
the beginnings of this in the -Qur'an portion dated '911. Perhaps 
manuscripts with this feature date from after that year. One of the 
latest Qur'ans we know has this design. The Spanish or North African 
Qur'an referred to earlier. It would appear that this type of pattern 
developed specifically for horizontal format Qur'ans, as there is no 
trace of it in earlier or later manuscripts. Most of the designs could 
have been used, and indeed were, for vertical format manuscripts. 
Almost all other designs, with the exception of the one which consists 
of a piece of extended pattern, continue into the era of paper manu- 
scripts. 
b) Qur ans n cursive seriph. 
Qur'an in Eastern kufic script continued to be produced until the second 
decade of the tbirteenthcentury. Their, disappeºce as idea with the 
arrival of the Mongols in, Iran. The decoration of, thase manuscripts is 
the same as many in cursive scripts, wi th tom e eptioa of one in so- 
called 'Qarmathian' kufic where evers e is given an arabesque scroll 
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background. 
The earliest ((ur'an in a cursive script is the famous Ibn al-Bawwab 
manuscript dated 1001 copied in Baghdad36 This, like most cursive 
Qur'ans of the next two centuries is in naslSh. A Qur'an dated 1186 in 
37 
the Chester Beatty Library is written in a combinatjon of t hulth and 
ns, apparently the first instance of this technique where several 
scripts occur 
, 
op the same page. There are a number of examples prior 
to 1300 but it was under the Timurids that this manner of presentation 
was developed. There are very few fourteenth century Iranian examples 
and no Mamluke ones. Other manuscripts are written in a large rather 
ungainly th h, the earliest of which occurs in a Qur'an made in 
Azerbayjan between 1210 and 1225. Manuscripts of this type continued 
;8 
to be produced well into the fourteenth century and we shall discuss sons 
of them in the course of this study. Almost every copy produced in 
Iran prior to 1300 is in black ink. One interesting exception is a 
manuscript divided between the Chester Beatty LibrarI? the Biblioth'eque 
N*tionale and the Archological Museum Bursa. It is written in a minute 
form of the script used by Ibn al-Wahid for the 1304 Baybars Qur'an. 
Illumination however shows the manuscript to be of Iranian twelfth or 
thirteenth century origin. 
Most of , 
tie curcive Qur'ans we know come from Iran or Iraq. There 
are very few that can be attributed elsewhere on the basis of doc use d 
aaanuacripts. Despite this a great variety, of styles and colour-schemes 
are in evidence. Colour schemes vary considerably. Some manuscripts 
are illuminated almost entirely in gold, others have no gold at all - or 
very little -, and subtle muted colours, while there is another group with 
vivid, multicolour decorations, combined with great skill. We often 
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find these types being used contemporaneously. 
Whatever colour schemes are used, the designs of frontispiece prior 
to 1200 tend to follow those employed in kufic Qur'ans but in vertical 
instead of horizontal format. There are exceptions of course, and even 
where earlier designs . are 
followed there are many additional. +elemente. 
There are basically three types which have been clborsted by Ttting- 
hausen in his survey of Seljuk manuscript illumination 
S 
1. A geometric-one which can be sub-divided into several subtypes; 
2. a trellis of intersecting lines; 3. arabesques around a central 
figure, or in registers. 
Opening pages are quite distinctive, having & . single rectangular panel 
at the top of a page and a narrow border on the three remaining sides. 
This type continues in a slightly modified form into the fourteenth 
century. Surah-headings consists of the name and verse-count of the 
eurah in a rectangle with an elaborate palmetto. These can be simple 
or exceptionally elaborate as are seen in a thirteenth century Qoxr'an 
. There probably from the Shiraz area, now in the Chester Beatty Library2 
is another type where the panel is given a tri-partite division, usually 
combinations of circles and lozenges 
43 This also continues into the 
fourteenth century. 
Various marginal ornaments are used to indicate the numbering, of a_vah 
Usually each tenth his marked by a circle, often witha fine border 
of hair-line strokes, while each fifth one is marked by a drop-shape, 
which may be combined with a pal. mette-shape to make A symbol looking 
rather like an urn., 
ii) The Bahril e'eriod (1256-1399) end its orobleme. 
C The period frog 1256 ups to and including the reign of Sultan Sha ban 
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(1363-76) its our main area of interest, but from 1256 until 1304 no 
Qur'an have survived. There are one or two manuscripts which may 
have been produced in this half century however none has complimentary 
documentation which could corroborate a prr6-1300 dating. Having 
determined to confine our examination to dated rmanuseripta whereever 
possible we have no choice but to begin nth the Q+ar'an made for Baybars 
al-Jäshankrr in 1304. 
One of the main problems in earlier studies of the Bahrt period has 
been the inability to distinguish between i eluloe and Iraqi/Iranian 
manuscripts. Even in'the latest study by Erin AtiI4the two are still 
confuse A. There is also difficulty in separating Syrian-and Egyptian 
Qurl aw . 
There are a number of Qur"ans which bear Oertificategs of commissioning 
and me. ny more bearing only vscf_,, iwät. In several cases, the Shacban 
manuscripts for ezample, commissioning anld *Mowing were virtually 
synonymous; in others - the Qur'an of Sirgbitmieh al-i sirs, for example - 
this ca not" be p"au d to be so. 
Mamluke Qur'ans are scattered through =my collections. Ewen this 
study cannot pretend to supply a definitfve list of manuscripts produced 
during the years under discussion. No doubt other manuscripts Will 
emerge in the future, to supplement several parts of this research. 
Most Mainluke Qur'ana were in their original places of'endo went until 
the end of the last century when many were collected and ºoused in the 
Khedival Library, now the National Library, Cairo. Apart from these 
manuscripts the main collections are in Istanbul at`the Topkapi Library 
of the Turk ve'ISSlamBeerleri Kisai. outside of the Middle East there 
are several libraries Which possess important Ma Luke Qur'ans. ' The 
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major collections are, first the Chester Beatty Library which has more 
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dated Mamluke Qur'ans than any other institution and secondly the British 
Library which has what is probably the key manuscript of the Bahri 
period, the Baybars Qur'an of 1304. 
When we come to study the history of calligraphy in this period we are 
forced to depend almost entirely on the Qur'ans themselves, Apart from 
the biography of Ibn al-Wahid we have no detailed written information on 
calligraphers other than the occasional reference to the fact that a 
person mentioned in a chronicle, or biographical dictionary may have 
been a scribe or secretary. 
The Mamluke authors whom one would expect to give substantial accounts 
of calligraphers like Al-Qalgaehand4, have little to say. In his. massive 
compendium for scribes and secretaries, the Sabh al A%%hn, Al-Qalgashandi 
gives a truncated history of earlier Mamluhe calligraphers, ending with 
Al-Ziftawi 750%1349 - 807/1404. The fullest account appears to be that 
of the eighteenth century Egyptian author A1-Zabidi (1145/1732 - ?) in his 
Hikmat al-Ishrac ila Knttib al-sfýu 
6 According to this writer the 
tradition of calligraphy in Egypt goes back to its Taqüt al-turm who died 
in Ale ppo in 626 1228. Yaqut was the master of Abu'1-Hasen bin Zengi, 
called "Al- Walt al-dA jams" , who was followed by 
°Af if al-Din Muhammad 
al-Halabi, also called "al-Shirasi". The latter had a eon 
cImäd 
al-Din 
Muhammad who was his pupil and a leading grammarian and calligrapher. 
cImad al-Din taught Shame al-Din Muhammad bin 
cAli bin Abi Raqbah (or 
Ruqaybah), the mulhiggib of Fustat. He was the master of Abu°Ali 
Muhammad bin Ahmed bin al-Ziftawi al-Mukattib, who composed a treatise 
on calligraphy, the 'Minhai al-Isäbah' and was the teacher of the well- 
known scholar, Ibn Hajar. A contemporary of Al-Ziftawi and fellow pupil 
eý 
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of the same masters was Shihäb al-Din Ghasi, whose pupil was blur al-Din 
al-Wasimi. The famous 
CAbdal-Rahmaa bin Yüsuf called "Ibn al-3e'igh" 
(769/1367-845,1441) was taught by Al-Wasisi. At Qalgashandi mentions 
another pupil of Al-Ziftiwl, Zayn al-Din Sha% n bin Muhammad bin Dä'üd 
al-bthäri, the muhtasib of Cairo, who wrote a treatise on calligraphy 
entitled ' Al-cIn" al-Rabbinivvah fi' l al -Sha baniaprah' . Zayn 
al Din left Cairo and went to Mecca and then on to India, returning to 
Mecca where he died. 
Apart from Ibn al-Si'igh there are'no known examples of the works of 
these calligraphers. Furthermore, examination of the surviving material 
reveals many outstanding Mamluke calligraphers, whose names are not given, 
including suprisingly that of Ibn al-Wahld, about whom we know more than 
any other Mamluke calligrapher. 
There have been several accounts of manuscript arAd illumination including 
that of Qur'ans. The first person to talk in detail was Lane-Poole in 
47 
his Art of the Saracens of Egypt. He gave brief descriptions of some of 
the most important Qur'ans but did discuss in detail the Baybars Qur'an 
of 1304 raising questions which were never answered and which we have 
re-examined in this study. At the end of the nineteenth century many of 
48 
the surviving Mamluke Qur'ans in Cairo were studied by Bourgoin who 
produced exceptionally detailed drawings of the illumination. Despite 
the existence of these, no proper survey of Qur'an illumination was ever 
undertaken. 
In the nineteen-thirties, an Egyptian student at the Friedrich-Wilhelma- 
Universitat in Berlin published a doctoral thesis on Islamic manuscript 
illumination in Egypt 
9 
In this rare work he described more than fifty 
manuscripts, the majority of which were Mamluke Qur'ans together with a 
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brief analysis and a list of all calligraphers that he had been able to 
identify in original sources. 
50 
The Millenary exhibition of 1969 in Cairo included a number of Mamluke 
Qur'ans with full descriptions of each. Most of these were from the 
National Library but a small number came from the. library of the Al Azhar1 
mosque. 
1976 saw the appearanoe of the Qur'an Exhibition in London, accompanied 
52 
by the useful cAtalogue of Lings and Safadi. This brought together 
almost all the major manuscripts of the fourteenth century for the first 
time and was undoubtedly the most significant' event for the study of 
Mamluke Qur`ana after the publication of Bourgoine drawings. 
There were a representative selection of Namluke Qur'ans in the Hayward 
Gallery's Arts of Islam 
exhibition 
in the same year, though these were 
entirely overshadowed by the British Library exhibition. 
Lings book, TheQur'anic Art of Calligraphy and Illumination reproduced 
many of the finest Mainluke manuscripts in colour, thus providing scholars 
with an extremely useful visual referenoe work. 
In 1980 the writer organised an exhibition of the Cheater Beatty Qur'ans 
in facsimile, including all of the important Mamluke manuscripts in that 
54 
collection. fn the catalogue he pointed out the importance of the 
illuminator Sandal, whose work is examined further in this study. 
The fullest survey of Mamluke Qur'ans which has appeared to date is that 
in gain Atil's catalogue 
5to 
the Mamluke exhibition in Washington in 1983. 
Unfortunately this is marred by a number of factual errors, an insistence 
on the importance of the thirty-part Qur'an, which is incorrect, and a 
reliance on the work of those who had not distinguished between Mainluke 
and Iranian qur'ans in the fourteenth century. 
-17- 
It can be seen from the above review that there is almost no'detailed 
information on the period leading up to and including the reign of sultan 
ShaCb n. Our v rpose in this study has been to try and fill the gap in 
an historical scholarship so far as these seventy-five years are concerned. 
iii) Iran and Iran in the same Period. 
The position in Iran and Iraq as far as Qur'an production is concerned in 
the period prior to 1300 is as follows: There are numerous single-volume 
copies in the name-of Y qüt bearing dates between 1258 and 1298, the 
authenticity of which has never been verified. Some are probably in the 
hand of the master', others are undoubtedly copies; whether forgeries or 
facsimilesie a"4uestion that need not detain us here as the Yaqrut 
phenomenon is outside"of our study, deserving a separate one devoted to 
it alone. 
During the period prior to the conversation of Ohisin Khan to Islam 1295 
no de-luxe copies of "the sacred text were produced. Or so it would seem 
because the earliest surviving large-forilat multipart Qur'an was not begun 
until 1302. We are aware of no others prior to that date though there 
are references in dboumentary sources which imply that that type of Qur'an 
56 
may have existed: 
We are dealing with a period which is relatively short chronologically. 
From the appearance of the earliest de-luxe manuscripts in 1302 until the 
thirteen-sixties. ' It is nevertheless one of the utmost significence, 
coinciding with 'the fives of two of the greatest fourteenth-century patrons 
of manuscriptprödüction Öljaytü Khan and Raah! d al Dan his outstanding 
vi'ir, and 'the careers of the sittah, the pupils of Teat. 
Between M7 and 1316 some of the finest Qur' ans ever made were produced 
for 01 ja rtu. Rashid's patrontkee of manuscript production is too familiar 
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to need much elaboration here. However it is less well-known that 
Qur'an manuscripts similar in size and m n1. fjceppe to those made for 
Oljaytu were also produced for his chief minister. 
These years saw the end of Ilkanid. Yule in Iraq and Iran (1336) and 
the rise of; ainar, though powerful, dynasties s the Jala'ixids in 
Tabris and Baghdad (1336-1411) , the ln$utvids 
0 315' S*) and the .,. 
Muzaffaride (1313-93) at Shiraz. 
l script illwtration, in this period has been, intensely studied. 
Some of the most important Persian paintings of the century - and perhaps 
ever - were produced for the aT al-TavmrI of 
Raghid al-Din and the 
Demotte, In total contrast the position of manuscript 
illumination and calligraphy has barely been looked at, while,. tba, study 
of Qur' a ns during the period as recently as. 1-9% was still in its 
rudimentary stage. It is symptomatic. of the way in which the study of 
illustration, has -.. overshadowed 
the non-illustrated Ilkhenid manuscripts, 
that in the 1976 Hayward Gallery, exhibition, The Arts, of Islam, a key 
W^Uusc#pt, the Qur'an of 1302-7, could be attributed to Tabrie inatea. d 
57 
of Baghdad. It: wae_a natural enough error of attribution, were it not 
for the fact that several parts of the manuscript state that they were 
produced in the latter city. 
Even at that late,; stage no comprehensive attempt had been made to track 
down.. all the constituent parts of several,, great multi-voluae menuscripte 
made during this r of Ghäzan and 
Öljaytu., Neverthele a valiant 
effort was mado by Ling and Safadi to aseemble. aU . the ºa 
jor manuscripts 
of this pertvd for the Qur'an Exhibition in the. aame. Fyear. 
We cannot pretend tbtt, our attempt has been entirs y successful. We 
have been able to re-a semble. large segments of each respective 
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manuscript but. undoubtedly portions and fragments remain to be 
discovered. Apart from the confusion over the identity of the manu- 
scripts, there is also confusion over calligraphers. Despite the fact 
that this was considered a 'golden age' ofcalligraphy even the exact 
identity of the six famous pupils of Yaqut is in doubt. No. two historians, 
ancient or modern, gives a definitive list. There were obviously MIMY 
calligraphers who studied under Yäqüt in his logg life but Islamic 
historians netter came to, a definitive list of the 
_ 
'3ittah' . As far as 
the lives of these men is concerned, most were probably so uneventful, 
that nothing worth recording occurred during them. This must be one of 
the reasons for the extreme paucity of information given. Our examinat- 
ion of the sources, both manuscript and printed, reveals no more than a 
line or two on the. lives of the famous pupils of Y Wut. Even their 
correct nasse are. oaetimes unknown. Modern Iranian writers like 
Bayani and Fasa'ili, whom one would expect to have access to original 
material unavailable to Western hiatorians, have little - if anything - 
to add to the information given by Iranian and Turkish historians of 
earlier. centuries. There are other important calligraphers whose names 
we know only from their works. The writer of the 1307-11 Qur'an made 
for Oljaytu inIbsul was obviously an important figured an outstanding 
mater of calligraphy, a descendant of the Caliph 
cAll 
and important. 
enough to be chosen by his monarch to produce a Qur'an, Why ehould., 
01jaytu ha chosen this man, when in 1307. he must have been able to 
call upon the 'services. of any of the fe moue : pupils of 
Yäqut is a mystery. 
The same applies to the writer of the 1313 Hamadan Qur! an. We know 
nothing about these calligraphers: their names are not even recorded 
elsewhere. 
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On the odd occasion where we do have a manuscript attributable to a 
famous calligrapher, like the 1%2-7 Qur'an by Ibn al-Suhrawardi, the 
lack of a certificate of commissioning deprives us of valuable information, 
which had it been on every ji ' would have given the manuscript much 
greater significance. 
The study of'mgni ript`illumination has fared somewhat better than 
calligraphy and ' t1chnii al' production. . 
There have 1oonseveral. attempts 
to detail the hiitäry'of`manuscript illumination in the fourteenth century. 
In the nineteen-thirties Lttinghaueenundo s preliminary survey based on 
the manuscripts he could find. 'Ib the ait teen-forties Bayani discussed 
illuminat On in the catalogue to the Qaar"au exhibition organised by him 
at the Bastan Mu um. LiY go and Safadi made interesting comments in 
the catalogue tc the Qur' ah Exhibition of 1976. In his book on Qur' anic . 
illumination and calligraphy Lingo discussed the theory behind illum- 
ination in fourteeät t" century Qur" ans. ``i final jr in 1979 Ivanov and 
60 fd a general sürv+ey; of illumination in Iranian nanu-° Akimuehkin p 
scripts in the fifteenth century, which included some information on 
those of the previous one. 
The suavay of 1thi inat on by Ett nghtau m 'sithou h short was the first 
to actually list the Qur'anic manuscripts Of signUteance. The list was 
not complete and some 'of 'the manuscripts' 'ventioned were not Iranian but 
Awhike. 8evertholees Ettinghausoh did "taos }dis remain do a cif e' 
dated manuscripts. 'He was one of ` the tirst people to draw attention to 
the i4brtaßoe-1of the Hamadan Qur'an. He pointed out that the geometric 
ätyla of flkhAMä pte originated with Seijuke and was prominent 
in conteiporary to [t `1i1n' and Azer)*y jan# &rohitectural decoration and 
gave general descrfptiätt of the veri ©sie features > of quer' ans. " He 
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referred to the use of the arabesque in its various forms and the 
appearance of new features like the knot and the peony. In other areas 
he was probably too, general in his remarks, something which is true of 
all commentators on illumination in this period. What he had to say 
about the use of colour was true however, a as far as it ient. d 
Bayani's comments were based on remarks made by earlier. European writers. 
Apart from brief descriptions Q menuaaript nc i gluäed in. _Tyttin - 
hausen, be has little to add. 
Lingo and Safadi conement in general but include one of the few detailed 
analyses of a frontjepiece which embodies j+ings ideas about the meta- 
physics of Qur'an illumination. These were developed at greater length 
in his 'Qur'anic Art' - actually written before the catalogue. A detailed 
study of these ideas is beyond the scope of this study which is concerned 
more with recording the technical details of calligraphy W illumination 
rather than interpreting the meaning of pattern and design. 
The latest attempt by Ivanov and Akiiuuehkin in the moat detailed so far. 
However it. deals only partly with Qur'an illumination and suffers from 
the fact that the authors had only limited accoss to material outside the 
Soviet, Union, Theye point out that opening pages of illumination and text 
were first considered separate and later in the fourteenth century became 
to be considered a decorative unit with a single frame around both halves; 
a fact not recorded before. The main point for our eu vey is that their 
...... 
account insofar as it touches the fourteenth century at all deals mainly 
with the second half.. 
Aimo and obi=ja of this study. 
In this research our aims are as follows. First of all, to examine every 
single dated Mamluke and Iranian Qur'an from the period 1300-1375. This 
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has involved the study of almost seventy copies plus many other related 
manuscripts. Secondly to identify as correctly as we can Iranian, 
Iraqi, Egyptian and Syrian Qur'ane and to divide the manuscripts up into 
groups that are stylistically coherent. Thirdly, on the basis of these 
groups, to present a history of Qur'anic calligraphy and illumination in 
the years under discussion. Our priority at all times has been to let 
the manuscripts 'speak' for themselves. They more than anything else 
are our major source of information. Only limited information is to be 
obtained from the study of chronicles and biographical dictionaries. We 
wake this statement after having examined all. the historians of the 
period, both Arabic and Persian and perusing the biographical dictionaries 
and histories of calligraphy. Those sourcel, however, have been 
invaluable for identifying a number of patrons and for tracing the 
histories of several major manuscripts. 
On the whole we have disregarded the study of manuscripts by the 
artificial measure of reigns, though the reigns. of Oljaytu 1304-16, and 
Shaobän 1363-76 do coincide with the appearance of some of the finest 
Qurtans ever nude. The chronological division of our study, thus bears 
no relation to historical 'periods' but is based an groups of manuscripts 
that are stylistically related. In some cases these may coincide with 
the reign of a monarch or dynasty, but in most oases it does not. 
Our object has been to study the development of the Mainluke Qur'an 
until and including the appearance of the magnificent series of manu- 
scripts produced in Cairo between 1368 and 1376, to understand what led 
up to this pbanonenon and to relate the Cairo Qur'ans to those being 
produced in Syria, Iraq and Iran. The manuscripts of Sultan Shacbän 
can only be understood in relation to what was going on elsewhere and in 
r 
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relation to what had preceeded them in Cairo and surrounding areas, 
especially in the East, whose manuscripts seem to have had a major 
influence on the Mamluke Qur'an in the Behri period. 
F 
Chapter One : FWý pt 1300-1330. ý. rýrtrr ýýw 
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The first group of manusoripts is one of the most interesting of 
all. It supplies us with more information than any subsequent group 
and this is vital for understanding the development of Ka®luke Qur'an 
production in the fourteenth century. It covers the years 1304 to 1330 
In essence ' what we are concerned with, a'd'e the aotivitios of the- 
master-painter Sandal ' his apprentioes, oolleagies and oonteapoharies from 
the time of their involvement in the production of Qur! an for Baybars 
&I-Jisbank! r 
Ito the final vestig, of their work in 1330. 
This group is unique in that some of the minusoripts furnish doo- 
ussntary avid"" of, the relationship bstv*en scribe and illuminator 
aed between waster and pupil. It afro provides us with a rare oppor- 
tunity to tranoo in detail the devslppusnt of a recognisable style 
of aanusoript illuaination. 
" ninusoriot in question ars the followings 
1. British Library Is Add. 22406-13. A Qur'an in seven parts (asbry 
dated' 7a4-745%304-1305/6. Conniesioned by the Blair Baybars al-J'äshankrr. 
2. Chester Beatty Library Xe 1437, Prussian State Library No 31.559, 
Boýºtoýri etl tm Qt' P1%ee Arts tos 26.11. P agsrntary Qur'an. Circa 1310. 
j. Cheater Beady Library t 1479 . 0"W1. ß single voluae Qur'an. 
CUM& 4)0,4415w-, 
7 
Cbsstýar 7 º. t braa r 08,1.457c is siogl lv*. Qur'an. 
Circa 13t r+4 frs ` 
g., #lr º'*N +at422 loaves t"M-, with 4' later 
ss p orsptf D&t+ed7a? /13 8o: 
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6. TIEM We 450, Boston Museum of Fine Arts. Ms 39.793 r Freer Gallery 
N 42.3" Single-volume Qur'an ' dated 713/1313. For Al-Näsir Muhammad. 
0 
7. Ex-Christie 148 (21.7.71 Lot 101). Coaplete single-volume Qur'an 
Circa 1313. 
tý. 
8. Keir Collection Mo VII. 9. Complete single-volwr Qur'an. Dated 730/ 
1329-30. Co' a. ioned by A1-44-sir Muhames4. 
12 
9. Cairo National Library Na 4. Complete single-volume Qur'an. Wagffiy yah 
of Al-N sir 1tul d dated 729/ 1328-9, 
10. --Q wietie No (16 12. Lai 214 Co ste single-volum Qur'an. 
Circa. 1320-30, 
11. Cairo Natiäaa`l' Ltbraryr Ks 55 
4Chaster 
3oatty TAbrary uncatalogu. d 
15: 
fraýgusnt. Single-volume Qur an Giros 13201.30 
Also intimately related are the followings 
1. The Qur'an of vbars al-, Täs r and relatsd works, 
This manuscript stands at the head of'the group. It is unquestionably 
the most important ' being not only the earliest ds IIsanluke Qur'an 
but also one of the great masterpieces of Islamic calligraphy and 
illumination. It has received some attention by scholars 0 most 
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recently during the 1976 World of Islam Festival when several parts 
were shown in two of the exhibitions. However there has never been 
a serious detailed of the Qur'an and to date the fullest published 
accounts still remains the original entry in the old British Museum 
Catalogus Codicum Orientalium supplemented by the comments of Stanley 
Lane-Poole in his Art of the Saracens of Egypt. 
It is copied in asbac or sevenths ' the least popular of all the 
divisions of the Qurtan and as far as we are aware , the only Mainluke 
Qur'an to have been produced in this Kay. It is in large format , 48 
x 32cm, which is somewhat larger than the other manuscripts in this 
group. At the and of each s b° (je seventh) is a colophon by the 
calligrapher which indicates the circumstances of oommissioning. With 
slight modifications from one to another this reads $ 
This Noble Sub` and its brother-volumes were copied at the comm- 
and of the noble abode, the high, the lord 'the emir, Rukn al- 
Din, us ' God make him viotorioue. Copied (by) ýtubs, mnad bin 
al-Wahid 9 thanking God exalted be He. (Fig. 1) 
It has long been accepted that this Rufas al-DTn was Rukn al-DTn 
Baybars al-Jäshanklr , at this time an official of Al-Näsir Muhammad 
having been appointed ustadar or ma or-domo in 1" " ý, _ 
j 29J 
9during 
the 
second reign of Al-Nasir , and later to rule as Al-Muzaffar Baybars, 
. 
708-9/1309-1o. During the years in which the Qur'an was copied 
Baybars is also spoken of as atäbak al- ! %sh 9 commander-in-chief. 
The original attribution to Baybars was made in the old British Mus- 
20 
eum catalogue quoted above and there can be little doubt that this 
is correct. 
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The circumstances of commissioning. 
The large size of the Qur'an and the fact of its being written in 
multiple parts indicate that it was not intended for personal use 
but for endowment to a mosque or religious institution. We can 
be certain of this despite the rather suprising lack of an endowment 
certificate in any of the volumes. A fact which could be explained 
by the volumes having being rebound at somestage. 
Baybars was associated with two important religious monuments 
prior to his death in 1310. In 1303zß retored the minarets of the 
dosque of Al-Hakrim after the earthquake of the previous year and 
it is certainly possible that the manuspript was intended to grace 
this newly-restored building. As we shall see it appears to have 
spent some time there in later years. However it is far more likely 
that the Qur'an was destined for the new khan qI_ 
which 
Baybars began 
23 
to build in the Darb al-Asfar. Lane-Poole was the first to suggest 
this , though without offering any evidence to prove it. 
Proof is supplied by Ibn Iyäs (Bad; tio) in & rare and 'for a man- 
uscript, unusually full account , which we reproduce below in its 
24 
entirety: 
The Year 705/1305-6. In that year the at äbaakk Babybars al-Jeºshanktr 
began to build his kb-an_qih which is in the square of Bäb al-cId 
opposite the Darb al-Asfar. It is said that when the building was 
completed ' Shaykh Sharaf al-Din bin al-Wahid wrote a copy of the 
Qur'an in seven parts for the atb ak Baybars. It was written on paper 
of Baghdadi5sise ' in ashar script. It is said that Baybars spent 
1600 dinars on these volumes so that they could be written in gold. 
It was placed in the äh and is one of the beauties of the age. 
1 
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(Appendix `1 ,i) 
There is no doubt that this is an account of the British Library man- 
script tall details of which tally. This is not the only account of 
the manuscript : both Saf di and Ibn Hajar refer to it and these 
latter seem to contradict Ibn Iyäs. Both say that the Qur'an was 
in their day in the mosque of Al-Hekim and Safadi mentions seeing 
227 
it there 
6 
while Ibn Hajar says :"" 
Baybars then endowed it to his library in the mosque of Al-Hakim 
(Appendix 1, ii) 
8 
The khanqah was commenced upon in 705(Ibn Iyäs) or 706 (Magr zi 
and completed in 709. The text of the Qur'an was oopied out by 705 
and probably completed by the illuminators in the following year. 
Thus the manuscript must have been around for several years before 
the building was in a fit state to receive it. It could have remained 
with the craftsman who produced it or it could have been stored some- 
where by the recepient donor Baybare. It would have been perfectly 
29 
natural for the manuscript to have gone to the mosque of Al-A&kim in 
the intervening period , where no wagf would have been attached. 
It may then have remained in the mosque and the endowment to the khän- 
cah never having been undertaken , became the property of the former. 
Alternatively it could have been placed in the kb7L as Ibn Iyas 
says , and then returned to the mosque of Al-iäkim in 709/1310 when 
after the execution of Baybars, Al-Asir ordered the closure of the 
30 
khanqah and the conviscation of its endowments. It seems unlikely that 
the Qur'an 9 being one of the 'beauties of the age' would have remained 
in the khänq until Al-Näsir re-opened it in726. This at any rate 
is our contention. It seems far more likely - despite the apparent 
" 
I -2 
contradictions in the chr*nilclers- that Baybars intended the Qur'an 
for his own foundation 9 at. her than the library of the mosque of 
Al-Häkim where it ultimately came to rest* 
i. The work of the calligtapier and artists. 
a) Muhammad bin al-WahTd jwd the calligraphy: Sharaf al-DTn Muhammad 40 do 0 
bin Sbarif'bin Yüeuf al-4t1% al-ZaroT al-Misrt ' called for a 
reason never explained 'I n jL1-Wahid' was one of the outstanding 
" 
calligraphers of the firs part of the fourteenth century and seems 
to have been a rather col urtul oharaotor. He is one of the few 
Arab calligraphers whose 1iofraphy we know in detail. Both Safadi31 
32 
and Ibn Hajar give full adounts of his and on those the basis of 
33 
those and other scraps that are recorded we are able to reconstruct 
the broad outlines of his ca*eer. 
He was born in Damascuo in 647/1249-509 He travelled to Baalbek 
and then to Baghdad where he'. studied under T qüt and others. He 
came to Cairo where he waej]c tib al har ah in the mosque of 
Al-Häkim. It was probabl there that y Baybars oa®e to know him 
while the reoonstruotion 4as progressing im 1303. He then entered 
the service of Baybars and o pied out for him the Qur"an which 
was illuminated by the master-illuminator Sandaland was considered 
one of the most wonderful works of art seen in Cairo. Apart from 
his skill with the pen he was also a good linVaist and this should 
have stood him in good stead in the chancellery of Baybars. However 
he did not do well. He was lazy and negligent and this resulted in 
his being severely reprimaahded by the secretary of the chancellery 
Sharaf al-DIn bin Fadlalla 
34 h. 
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His moral character was strongly suspect. He is said to have 
poured wine into the inkwell and written a copy of the Qur'an with 
it. Such was his skill as a calligrapher that a Qur'an by him 
without illumination or binding would sell for 1000 dinars. He 
would buy copies produced by his pupils in imitation of his hand 
35 * 
for 400 dinars and re-sell them for 1000. When Baybars gave him 
the 1,600 dinars to produce the Qur'an for his kph , he kept 
most of it and used only 400 dinars. Fortunately he seems to 
have got on well with the emir , who greatly admired his callig- 
raphy, and when Baybars was told of the embezzlement he merely 
said 'When will there be anyone also who could write a Qur'an 
like that ? '. Among those who spoke ill of him was his own brother 
oAlä'al-Din who taught in Cairo. 
He was familiar with all of the styles of calligraphy and no one 
wrote naekh ,rn and mu qaq better than he. He composed 
poetry - ineluding some in praise of hashieg6 - and wrote a commen- 
tary on the famous R70 iat bin al-Baww7&b379 the versified treatise 
by the great Baghdadi master on calligraphy. He is described by his 
biographers as f well-informed, elegant and courageous, a good ling- 
uist and an outstanding calligrapher. He died in 711/1311 in Cairo 
at the age of sixty-one. (Appendix 1, ii and iii) 
Such then was the life of this calligrapher p whose only surviving 
work is the Qur'an of Baybars. 
The manuscript was copied out by Ibn al-Wahid over a period lasting 
a year or more. Subc 2 is dated Jumäda II 704 / December 1304 while 
Subc 7 is dated merely 705 / sometime in 1305 or 6. As the parts are 
of equal length it means that the calligrapher was able to copy out 
five of the seven in under a year , each one probably taking around 
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eight weeks ' meaning that the Qur'an was probably 
begun-in August 
or September of 1304. Apart from the fact that the Qur'an is written 
in the form of as and is apparently the only Mamluke manuscript 
to have been so done it is also copied out such a way that on each 
page there are six lines of text. This is a most unusual feature 
since almost every other Kanluke, Qurtan - and indeed all Qur'ans 
except the earlier Kufic ones - are copied in odd numbers of liness 
seven, nine , eleven and thirteen being the numbers savoured by 
Masluks o1 ligraphera. 
put most curious of all is the actual script used by Ibn al-Wahid. 
It is a large gold thhultthh-type , outlined in black. In Ibn Iyas's 1.1 
description of the Qur'an the script is called as and in that 
of Safadi thuulth_-ashar which seems more correct. Asher as such 
is sometimes considered a specific type of script aid--war between 
38 
and ma k! 21% 
8 
so it is described by soss historians of call- 
igraphy, But the correct explanation would seem to be related to the 
hair-line strokes around the script since asr hoir, taýr in normal 
39 40 
Arabic and Persian usage would appear to be derived frown ashes 
, plural of sha+ rah :a 
hair. There is no ILystery however about the 
source of Ibn al-WahTd'e choice. The script he employed was that 
normally used in Cairo at this time for writing Qur'an surab-headings. 
Wily did the calligrapher choose to employ this unusual script 
which was never again used for a Qur'an ? One would perhaps have 
expected him to use muhaggaq , as did the calligraphers of the time 
of Sultan Shacbän. Howeverr, l although this was the commonest script 
employed in the production of royal Qurlans in Baghdad and Mosul 
it was not so under the Mamlukes. The earliest 1[amluke Qur'an in 
a clearly recognizable muh, is dated 1320 and even this is 
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avery far cry from the superb muhaggaq. of the 13601's and 70's. 
Furthermore, one must ask whether large-format multipart Qur'ans 
like the Ilkhanid royal Qur'ans were really a feature in Egypt 
at this time ? The answer seems to be - despite the comments of 
" 41 Atil in the catalogue of the Washington I(amluke exhibition of 1981- 
that they were not. At least we cannot point to any in the twenty 
years following the production of the Baybara Qur'an ' and nothing 
survives from prior to it. Thus , if there were no tradition of 
this type of Qurtan under the Mamlukes would there have been a 
traditional script that would have been automatically used ? The 
answer we are persuaded from examining the surviving manuscripts 
is that there was not. Most Qur'ans that we know from this period 
are in naskh or a th type but not muhaqqaq or raahän. As far as 
the latter is concerned , it is quite apparent that it was a script 
the Mamlukes found unattractive. Despite the existence of the fine 
Queen sent to Cairo in the 1320's and copied for the Ilkhanid 
sultan Öljaytü in 1313 , there is hardly a single example of a 
Mamluke Qur'an in rn. It seems clear that just there were cer- 
tain fashions in other areas of Mamiuke life - as there were , and 
are 9 in all societies, there were fashions to in calligraphy and 
at this time the graceful rayh and the wonderful blassical aq 
of the Qur'an copied in Mosul for Öljaytü in the first decade of the 
century were simply not 'en vogue' in Cairo. 
We can perhaps see more evidence of this by looking at the second 
manuscript on our initial list. This manuscript , divided between the 
Prussian State Library and the Chester Beatty Library appears to be 
in another strange hand, perhaps that of the chancellery ,tr. 2.1 
It appears also to have been multi-part and to follow an unusual 
three-line division of the text on each page. Each surah is introduced 
4 
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by the script employed for the text of the Baybars Qur'an. Surviving 
decoration consists only of marginal ornaments 9 but these are iden- 
tical to those in the Baybars Qur'an. These factors suggest to us 
that this is yet another manuscript produced by the team of the 
Baybars Qur'an and should probably be considered as the only other 
example of a Qur'an in the hand of Ibn al-Wahid ' perhaps executed 
sometime between 1306 and his death in the Kana *I marrist-s. n in 
1311. Thus it is probable that the commission given to Ibn al-Wahid 
by Baybars was an unfamiliar one. 
The script of the Baybars Qur'an seems to have been drawn first 
and then painted in gold and possibly re-outlined. The diacriticals 
, now 
black , were presumably silver. Vowels are in translucent 
red-gold. The remaining orthographic signs differ in the manuscript. 
In Subc 1 the cutting-teamaa ehaddah and sukün are painted blue while 
the sign over letters without diacritical points is red. In other 
parts the latter is also blue. In Sub0 4 all signs are in gold 
except shaddah and ` which are blue. Throughout the manuscript 
the surah-headings are in red gold and the 'eyes' of all letters 
are filled in with black. 
b) The illuminators : Muhammad bin Kiubädir ; Abi Bakr called 'Sandal'; 
Aydughdi bin CAbdalläh al-Badri. Given our remarks in the previous 
section there seems at least the possibility that the artists who 
worked on this Qur'an for Baybars were engaged in a relatively un- 
familiar project and had been specially assembled by Ibn al-Wahid 
for the occasion. At any rate there are quite wide divergences in 
their styles of painting. 
Each volume is illuminated in a similar manner . indicating an 
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overall plan laid down by someone. This was almost certainly Sandal 
who in all the accounts of the Qur'an is the only painter spoken of. 
This strongly suggests that he was a well-known illuminator and alm- 
ost certainly the director of the painting side of the project. 
Each volume begins with a double illuminated frontispiece with 
the word 'al-sub °I written in the centre of the right and page and 
the number on the opposite one. In Parts 192 and 4 Qurvanic ay-at 
are incorporated as well in panels at the tops and bottoms of the pages. 
In each volume the opening parts of the text are written over a patt- 
erned ground with panels of illumination above and below. The last 
page of each volume is laid out in a manner similar to'the opening 
pages of text. Each 9yah is marked with a rosette and the passage of 
every fifth and tenth one indicated in the margin by a decorated 1.2-3 
numeral. Within these broad outlines are many differences , enough 
to make each volume be considered a separate work in its own right. 
In our survey of the illumination we will be oonoentrating on the 
study of the frontispieces which were always regarded by artists as 
thir'piece de resistance+. 
The manuscript bears the signiatures of three artists. The first 
volume carries the name of Muhammad bin Mubädir ; the third and fifth 
bear the name of Sandal, while the final one has the name of Aydughdt 
bin cAbdalläh. The latter inscription has caused some confusion since 
it appears to claim that Aydughdi illuminated all seven parts. This 
inscription will be dealt with when we come to discuss the work of 
A dughdi. At this point let us merely point to the self-evident 
facts that three of the parts are signed by other painters and that 
their individual styles are so distinct that even the seventh part 
bearing Aydughdi's inscription can be seen to be the work of Sandal. 
Our interpretation of the inscription in the seventh part is that 
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Aydughdi did not illuminate the volumes in the accepted sense of 
42 
tadhhib , which is the expression used by artists to mean illuminating 
but performed some secondary task on each. In this context we should 
note that the word he employs in the inscription is the much less 
usual tazmlk. In any event his contribution is undetectable ' implying 
that he painted in or outlined work done by others. It is our conten- 
tion therefore that we are dealing with a team of three artists :a 
senior painter who directed the project and who was Sandal. We may 
43 
note the comment of Safadi in this context when describing the 
production of the Qur'an for Baybars : 
then the famous Sandal illuminated it and painted it (Appendix 1, iv) 
The other members of the team were an established painter , Muhammad 
bin Mubädir and a man of lesser rank, Aydughdi bin 
cAbdallah 
who was 
as we shall show , the pupil or apprentice of Sandal. 
Muhammad bin Mubädir and his work in the Qur'an and elsewhere. 
Muhaýd bin Mubädir was resposible for the illumination in the first 
volume. This we know without doubt from his inscription on the 
final folio where in three medallions in the right-hand margin we 
read: 
Illuminated by Muhammad bin Mubidir, May God pardon him (Fig. 2) 
He is also responsible , we shall demonstrate on grounds of style, 
for the illumination of volumes 2,4 and 6. Let us at the outset 
point out a problem with the illumination of these parts. The frontis- 
pieces of volumes 4 and 6 are identical. That of volume 2 is quite 
different and a very unusual composite design which can be shown to 
to be the work of the artist of parts 4 and 6. The design of volume 
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1 is probably Lhe least interesting , though there is no other 
example in Mamluke illumination. There are some slight differences 
between this volume and the other three. These differences are not 
enough for us to believe that the illunfination of 2 '4 and 
6 are 
by someone else. The absence of a signiature is not important on 
this occasion. After all the final volume is the work of Sandal 
despite the fact that it is not signed by him. We have-several 
manuscripts illuminated by AydghdT and his style can be seen to 
be quite different and relatedto that of Sandal. Thus although we 
can not entirely discount the possibility of a fourth unknown 
" 
artist , this seems to us unlikelygiven the evidence in each or 
the four volumes. 
Each half of the opening frontispiece to Bubo I consists of a 1.4 
central square bearing the volume number; rectangular panels above 
and below with Qur'anic inscriptions In white kufic 
( LVI Al-Wäi0ah 
77-80) all surrounded by a plain gold border. Around the composition 
on each side 9 is a border of blank ' ie. unmodelled, palmettes , 1.5 
greatly reduced in size on the inner margin and decorated with 'tear- 
drops' which have been modelled in various colours 9 mainly blue 
with white high-lights. The design of the central panel is curious. 
It is simple, traditional and yet the only known example. It is 
derived from the traditional tile pattern of an eight-pointed star 
surrounded by cross--pieces. The cross-pieces are out down to make 
an 'L-shaped' segment in each corner, our researches have revealed 
only two other examples of the star-and-Cross pattern ' though in 
each case used not as a detail but as a piece of repeat block-pattern. 
It occurs in an earlier Coptic Bible in the British Library , dated 
-37- 
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1289 (Ms Or 1327) and in a single juz' of a Qur'an copied for 
the Ilkhanid vizir Rashid al-Din in 1316 and now in Topkapi (Me 
EH 248). 
4The 
are a number of points worthy of comment. The central 
design is not a true piece of 'infinite' pattern ; to qualify as 
euch the arms of the cross shapes would have to be complete. Secondly 
the L-shaped pieces bear palmetto decoration which appear to 'con- 
tain' the central star shape rather than allow it twokexpand'. Finally 
they "balance' of the two halves is thrown 'off-key' by the deliberate 
alteration of one of the palmetto motifs on the teft-. band side to 1.6 
break the symmetry. These are features which re-occur in Mamluke 
Qur'an illumination from time to time. All inscriptions on the 
frontispieces are written over gold scrolls decorated with Itear- 
drops'. These scrolls apart from the ones in the top left-hand panel 
are blank. The inscriptions themselves are entirely traditional and 
are used on frontispieces and bindings throughout the Islamic World 
continuously. 
The frontispiece is one of the simplest in the entire manuscript. 
The same sense of simplicity and rapidity appears in the opening 1.7 
pages of text and in the final illuminated colophon page. In each 1.8 
case the texts are written over a ground of interlace triangles with red, 
gold and blue dote at the corners. Above and below are narrow panels 
with gold palmettes with details articulated in black or red and with 
red centres on blue. All panels are surrounded by gold strapwork 
which is of a different type on the first and last folios. In the 
margins are gold medallions and in the centre a lobed hasp with 
palmetto decoration or an arabesque scroll. Marginal ornaments in 
the main body of the text consist of the words 'khamsat and' 
cashara' 
in gold kufic Over a piece of arabesque scroll. The former is surrounded 
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by polychrorne petals : the latter always has a cone-shaped extension 
in red and , ýo1ri to simulate the Arabic numeral five. 
The over-ridin? impression is that this volume was illuminated 
competently though rapidly. Presumably the explanation is thatthe 
painter 9 having four rather than three volumes to complete wished 
to finish the first one as quickly as possible. The alloc ation of 
volumes must have been decided as soon as the calligrapher began 
his work. This we believe was as follows: 
Volume 1: Muhammad bin Mubädir (signed) / Aydughdi bin °Abdallä, h 
Volume 2: ditto /&ydughdi bin °Abdalläh / perhaps an unknown painter 
Volume 3: Sandal (simed)/ AydughdT bin 0Abdalläh 
Volume 4: Muhammad bin Mubmdir /A d. ughdt / perhaps " an unknown painter 41 
Volume 5: Sandal (signed) /AtiydughdT bin oAbdalläh 
Volume 6: Muhammad bin Mubädir / Aydu, ghdi / perhaps an unknown painter 
Volume 7: Sandal /Ayduvhdi bin °Abdalläh (signed) 
It is probably best to begin our examination of the volumes, 2,4 
and 6 by considering the last two first. Both the frontispieces of these 
follow broadly the same principles. In to a large rectangular block of 
pattern a hexagon bearing the volume number is 'inlaid'. The hexagons 
look somewhat incongruous and artificial , though it is possible to 1.9 
see a whole series of 'hidden' hexagons in the compositions, those in 
the centre being the only 'visible' ones. The bases of each pattern 
are repeating six-pointed stars which are connected up to , and made of, 
white lines that are the segments of circles. These central areas are 
unusual in a number of ways. They are unique , being employed by this 
artist alone. There are also elements which break the symmetry, just/ 
as in 
-39- 
in the frontispiece of Volume 1. Beyond the wide bands of strapwork 
which in the case of Volume 4 include the earliest Mamluke example 1.1O 
of a technique that did not become popular for several decades - the 
introduction of coloured squares - is the outer border of alternating 
palmettes. These are in gold, unarticulated, with unmodel-led'tear- 
drops'. What is of great interest is that these borders extend around 
all sides of the two separate halves of the frontispiece. Normally 
in Mainluke Qurtans the inner margin was left blank. As we shall ghee 
this technique is entirely typical of contemporary Ilkhanid work. 
The same could be said for the hexagons and octagons so favoured by 
Muhammad bin Mubädir. It can be clearly demonstrated that much dithe rep- 
ertoire of this artist derives from Baghdadi work , and that in fact 
we must revise our thoughts on the date from which Ilkhanid influence 
becomes apparent in Mamluke illumination : somewhat earlier than the 
1326 endowment of the Öl, jaytü Qur'an to the mausoleum of Baktimur 
al-Sagi. 
The design used at the beginning of the second volume is a curious 
combination of those used in volumes 1'4 and 6. It is almost as if 
the artist had set out to combine the salient features of all into one. 
The layout of the frontispiece consists of a central square panel 1.11 
with rectangular ones bearing inscriptions above and below. Around 
these are palmette borders with strapwork squares at the corners. 
The central panel is composed of another star-and-cross pattern 
which has been 'exploded" in a most original fashion. Into this 
are set first a large octagon which on each half bears the volume 
number , and then four smaller ones which surround the main one. 
The eight small octagons bear a tiny linked hexagon pattern which 
is used in the decoration of volume 6. 
All inscriptions are laid over fine gold arabesque scrolls with 
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a 'tear-drop' motif similar to those used in the decoration of the 
frontispiece of volume 1, however the details arb artioulated in 
black. The lazfic inscriptions in the panels above and below consist 
of V Al-Mä. 'idah 100-1 , which appear only rarely 
in decorative usage. 
They appear rather different to those of the frontispiece, to the first 
volume , the vertical strokes being much thinner and reaching almost 
to the top of the panel. However 9 as with all inscription areas 
in 
the first volume these are decorated with a tiny white treble-dot 
motif. 
Decoration of the opening pages of tent in all of the four volumes 
under examination is similar , consisting of tight geometric patterns 
often reminiscent of those found on metalwork. Frequently the same 
decoration is used for the colophon pages. This decoration is entirely 
different from that found in the volumes illuminated by Sandal. 
Volume 1. Opening pages: strapwork triangles with dots at the corners; 
Closing page : ditto 1.8 
Volume 2, Opening pages: swastika and eight-pointed star pattern. 1.12 
Closing page: inverted interlinked 'Y' shapes. 1.13 
Volume 4. Opening pagAa s inverted interiinked 'Y' shapes. 
Closing page : linked diamond pattern with treble-dot motif. 1.14 
Volume 6. Opening pages : linked hexagons. 1.15 
Closing page : ditto 
Other work by Muhammad bin Mubädir 
We are fortunate in possessing another manusoript illuminated by 
Muhammad bin Mubädir , Me 1457 in the Chester Beatty 
Library. This 
is a copy of a Qur'an which although it bears no signiature by the 
" 
illuminator is in exactly the same style as the four volumes of the 
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the Baubars 'ur'an, The manuscript is in fine condition , some 3.1 
252 pages of beautiful naskh in a most distinctive cursive style, 
fifteen lines to the page. Unfortunately the manuscript has suffered 
some mutilation. The right-hand half of the double frontispiece 
is missing and the colophon after $ rat al-N3s has been painted 
over - though can still be read with difficulaty - and the surah 
heading of Al-N3s has been out out and replaced with that of Al- 
Kahf. The effect of this is to remove a section from the centre of 
the original finispiece ' which we suggest contained the name of 
the illuminator and which , along with that of the scribe 9 some- 
one wanted to erase. 
By holding the we up to a strong light it is possible to read 
the name of the scribe : Muhammad bin 0Abdalläh bin Ahmad al-Ansäri 
al-Khazraji. The same scribe copied out a jur'an in707/ 1307-8 a tiny 
fragment of which has survived by being bound with a later Persian 
Qur'an. These pages consist of the double finispiece which happily 
bear on the final verso side the colophon of the calligrapher. Also 
surviving is Sürat al-Näs which gives another example of the magni- 
ficent calligraphy of al-Khazraji. The illumination in this manuscript 
appears to be related to the work of Ibn Mubadirfs colleague sandal. 
There are four areas of illumination : the opening frontispiece; 
the opening pages of text; two finispieces. The first of the two 3.2 
finispieces uses a design identical to that used by Wuhammad bin 
Mubädir for the frontispiece of volume 6 in the Bawbmrs Qurlan 9 though 
the colour scheme is different. The second finispieoe is composed of 
an eight-lobed medallion 'inlaid' into a bed of interlinked 'Y'- shapes. 3.3 
These are identical to those appearing in the fourth volume of the 1.13 
Baybars Qur'an. The corners however are out across in the manner that 
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we see in some Ilkhanid Wur'ans. 
The openinx7 page of illumination is made up of a central panel 3.4 
with four rectanFrular panels on each side. Those at the top and 
bottom bear Qur'anic äy_t in white kufic ( XLV Jathiyyah , 3; XCVIII 
Bayinah 91). Those at the sides contain trees of gold palmettes. In 
the central panel is a perfect piece of infinite pattern made up of 
twelve-armed star-polygons whose outer limbs join to form squares 
between the polygons. In the centre of each square is the familar 
octagon of which Ibn Mub iir is so fond. Apart from these we can 
find numerous examples of details identical to those in the four 
Baybars volumes illuminated by Muhammad bin Mubädir 9 showing with- 
out doubt that the artist of the Chester Beatty Qur'an must be he. 
An appraisal of Muhammad bin Mubädir's style. 
Muhammad bin Mubädir was possessed of an accomplished, mature, precise 
if rather rigid and sterile manner of painting. His work has some 
very unusual -perhaps unique- features involving the combination of 
apparently disparate elements to make what appear to be new compositions. 
Our knowledge of his style is limited to the Babybars Qur'an and the 
Chester Beatty single-volume copy. Nevertheless this is quite sufficient 
for us to form a full appraisal of his work. He certainly seems to 
have had a wide repertoire of compositional structures and details, 
as well as being considerably inventive on his own part. His work 
is entirely different from that of his colleague Sandal. One wonders 
where he was trained. Cairo can not have been so rich in first-class 
illuminators that one would expect to see such a wide divergence in 
the work of two men who were obviously the leading practitioners of 
manuscript illumination in the Mamluke capital. We have little idea 
of what painting was like in Cairo prior to the completion of the 
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Qur'an for the emir Barbars. Some clues are given in Christian 
Bibles one of which we have refered to. The opening pages of the 
four gospels in this manuscript (British Library No Or 1327) 
are illuminated in a purely non-representational fashion after 
the pattern of Islamic manuscripts. There are certain parallels 
between this work and that of Ibn Mubedir as we have seen. However, 
when we come to look at the Qur'ane produced in Baghdad and Mosul 
we find very definite similarities and we shall be examining some 
of these in the next chapter. Whatever the origins of Ibn Mubeºdir's 
style , it does not seem to have endured in Fgypt. There is no 
dated example later than 1306 and we cannot detect any sign of it 
in other documented manuscripts between then and 1330. The chances 
are that Ibn Mub&Iir was brought in speoially to work on what was 
a major and unusual commission, probably at the invitation of Ibn 
al-WahTd who was overseer of the projeot. The demise of Baybars . 
in 1310 , followed by the death of Ibn al Wahid in the following 
year probably meant that the team of illuminators broke up ; indeed 
had probably disbanded upon the completion of the seven-part Qur'an. 
Nothing comparable to this manuscript was attempted in Cairo until 
the time of Sultan Shaobän bin Husayn. Our conclusion must be that 
. 
Ibn MubFLdir went to work somewhere else. 
Abu Bakr , called 'Sandal' and his work in the Qurlan and elsewhere. 
Sandal appears to have been the master-illuminator of the Qurvan , 
even though the number of parts he worked on wae'leae than Ibn Mubýir. 
That Sandal occupied a senior position is testif*ed to not simply from 
47 
references to him in the Wafay t of Safadi but in additional evidence 
that we shall examine when we come to discuss the role of AydughlT. 
It is quite possible that Sandal was a eunuoh sinne names liketSandal' 
.00 
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(Sandalwood) and Oka-far' (Camphor) were often associated with slaves 
8 
There is also the fact that Abu Bakr is not given a full name : that 
is , his father's name is not mentioned: which 
is what we would expect 
in the case of a slave. 
Sandal's signiature is found on volumes three and five., In the 
former it occurs in the marginal medallions of the colophon page, 
just we find with Muhammad bin Mubädir in volume one. One the final 
page of the third volume we read the following : 
Illumination by Sandal (Fig 2'b) 
In the fifth volume the signiature is concealed among the illumination 
on the opening double frontis--pieoe. Where the decoration protrudes 
into the centre of the outer margin at each side we read : 
Illumination of Abi Bakr known as #Sandal' (Fig 2 o) 
The final seventh volume is not signed by Sandal but is illuminated 
in exactly the same manner as the other two. Cpitaary to what is often 
supposed illumination is as highly personalised as representational 
painting. It is only the lack of identifiable examples over a period 
of time that makes us think illuminators as anonymous and self-effacing. 
The work of Sandal and its contrast with that of his colleague )1uhacmoad 
bin Mubädir provides an excellent example of the individuality of illum- 
inators. 
The frontispieces produced by Sandal all take the sass form :a cent- 
ral polygon which repeats in the four corners of either a square or rect- 
angular panel , with'or without accompanying inscriptions. The overall 1.16 
design of those panels forms a geometric 'trellis' the interstices of 
which are occupied by highly individual fillers'. In each trellis there 
are two basic types of filler. These fillers take the form of a curious 1. '17 
palmette-shape in a form that resembles the human pelvis and gives them 
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a strange 'anatomical' quality. Both these 'pelvic palmetites' and the 
arabesque scroll motifs that are also used ' and indeed all parts of 
Sandal's decorative repertoire are covered with tinny bumps ' lumps 
and knobbles. Close inspection reveals these to be nascent , uncurled 1.18 
leaves and buds. They give his work a vibrant plastic quality and 
while they may not be his own invention 9 since we see then in the 
British Library Bible of 1289 , they are certainly developed by Sandal 
and are one of the main components of his style. Sandal was particularly 
fond of setting all of his motifs on grounds of minute red or black 
cross-hatchings and this too is quite characteristic of his work. Fillers 
however, may be set on a ground of sold colour , red, green or blue. 
The central star-polygon always bears the volume number over a 
very free composition of arabesque scrolls ' which like many other 
of his motifs are decorated with a 'tear-drop' motif. 
Where ever a rectangular panel occurs above and below the central 
one it bears Qur'anic äßät in rather squat white kufic ' shorter 
and thicker than appears in the other volumes. The inscriptions are 
as follows: 
Volume 3: IV Alm ! 113 9 XXVI Al-Shü aral 192-6. 
Volume 5: XIV Ibn Tn, 52. 
Outer borders differ somewhat from one frontispiece to another but 
all are in gold and consist of elaborate bands of alternating palmettes 
heavily embellished bumps and protrubranoes 9 always over a minutely 1.19 
hatched ground. 
On the opening folios of text the initial är-at are written over a 1.18 
bed of Sandal's distictive scrolls which are always left white. Here 
however the buds have begun to sprount and produce leaves and blossoms. 
Above and below the text panel are narrow bands bearing arabesque scrollst 
at the ends of which are circular medallions. Between these is a hasp 1.2Q 
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which in the case of the fifth and seventh volumes is single-lobed. 
All have semi-circles cuttir into their bases to make an 'axe-head' 
shape. 
Unlike the volumes illuminated by Ibn MA; air, the colophon pages 
in those illuminated by Sandal are not simply repeats of the opening 
folio. In the centre of each right-hand margin is a large decorated 
hasp with a single lobe and semi-circles at the base. In the third 
volume this contains the artists signature ; in the seventh it 
cofltains part of a palmetto while in the fifth volume it contains 
a most unusual heavily modelled palmette. Somewhat similar ones app- 1.21 
ear on the opening pages of volume three and are also found in another 
single-volume Qur'an illuminated by Sandal. Nothing quite like them 
is found in contemporary Mamluke work , though related devices do 
occur in Ilkhanid manuscripts. 
Kha`sa ans ashara signs in the margins throughout the volume 1.23 
illuminated by Sandal are quite standardised. Both are written in gold 
. 
kufic over a spray of foliage : the former on a blue ground . the other 
on red. Khamsa always has a cone-shaped point at the top in gold , 
caskara has a blue circular border. 
Other work by Sandal 
In the Chester Beatty Library is another Qur'an illuminated by Sandal. 
It is a single volume Qur"an in a fine naskh hand ' thirteen lines 
to the page. It has an illuminated frontispiece and opening and clos- 4.1 
ing pages. It probably had an illuminated finispiece in its original 
state but the pages immediately following Sürat al-Näs are missing. 
We do not know the name of the patron , nor the date or name of the 
scribe , but at the bottom of the opening pales of text we find the 
following inscriOtion in gold letters s 
Illuminated by Abu Bakr known as 'Sandals (Fig 2d) 4.2 
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Even without this there could be little doubt that the manus': ript 
(Ms 1479) is the work of Sandal. The style of illumination is ident- 
ical to that used in the Baybars Qur'an. The design of the opening 
double frontispiece is the same as that in volume seven of the latter 
1.22 
manuscript , though the trellis lacks the heavy dividing, lines. The 
geometric shapes which make up the interstices are each self-contained, 
but fit into one another , rather like the pieces of a jig saw puzzle. 
The same method is used in frontispiece by Sandal in the third volume 
of the Baybars Qur'an. The fillers of the interstices consist of the 
same unusual 'pelvic palmettes' also found in that volume. The outer 
border of alternating palmettes is also similar , though not ident- 
ical to those found in the Sandal volumes in the Baybars Qur'an. 
In the centre of the trellis we find the star-polygon bearing verse 
42 from XLI 9 Fussilat. This verse' is' rarely used by other Qur'an 
illuminators but appears to have been popular 9 for some reason with 
Sandal and his associates: two other Qur'ans that can be directly 
associated with Sandal use it on their frontis or finispieoes. The 
verses are in a white thulth-type script over scrolls decorated with 
coloured 'tear-dropst. 
Perhaps most in teresting of all is the design of the trellis. The 
identical design occurs first in third volume of the Baybars Qur'an. 
We next find it a Qur'an in the Ksir Collection that we can associate 
with Sandal (Ms VII99) , dated 1330 , and then in several other Qur"ans 00 
down to the 1370's. 
The opening pages of text in the Qur'an are written over arabesque 
scrolls typical of Sandal on a ground of fine red hatchings. Here, as . 
in the British Library Qur'an the hatchings do not reach the edge of 
the panel but are separated by a white line. In the case of Ibn Mubädir'$ 
pages the geometric decoration on the text pages go right up to the 
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edge of the central area, 
Above and below are panels bearing inscriptions in the same squat 
kufic that appears in the Sandal volumes of the Baybars Qur'an. The 
inscriptions give the titles and verse counts of the opening surahs. 
The words are treated in a proportional way ' the principles of which 
are not entirely clear. One of the words in^the top right-hand panel 
could not be fitted in and is'. written in gold naskh below while the 
final line seems to have been abreviated. Exactly the same feature 
occurs in the work of Aydughdi. 
The final page of text bearing Sürat al-Näe is illuminated in 
a manner similar to the opening ones, exoept for the use of a 
band of gold strapwork instead of a plain one. Surrounding the 
text are four curious oompoeite blossom motifs rather like those 
we have come across in some of the volumes illuminated by Sandal 
for Baybars. They are heavily modelled and have a definite organic 
" 
appearance. 
Within the text of the Qur'an khamea and oashara signs are 
identical to those described in the third, fifth and seventh volumes 
of the British Library manuscript. 
A second manuscript in which we can detect the hand of Sandal is 
the Qur'an divided between the Chester Beatty Library and the Kunst- 
bibliothek der Stiftung preussischer Kulturbesitz , to which we have 
4.3 
already refered; 
9 
Unfortunately 
, in its present state the only decor- 2.2 
ation left is that of the marginal ornaments. Those which occur in 
Chester Beatty No 1437 c, correspond exactly to those in the known 
work of Sandal. This manuscript we would suggest is also the work 
of Ibn al-Wahid and Sandal and was produced for an unknown patron 
sometime between the completion of the Baybars Qur'an and the callig- 
rapher's death in 1311.50 
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We have already described at some length the style of. Sandal and 
there is little more that we can add. One point worthy of mention 
however is that there much less divergence in his work from one piece 
to another 9 unlike Ibn Mubadir who seems to have had a far wider 
repertoire. 
51 
&ydughdi bin °Abdalläh al-Badri and his work in the Qur'an and 
elsewhere. 
We have already had occasion to mention the contribution of A, ydughiT 
52 
to the Baybars Qur'an. We may now examine this in some detail and 
look at several other manuscripts signed by him. We have more information 
about Aydughdi than any of the artists in the team and can trace his 
work and associates through four manuscripts from 1304 down to 1320. 
" Our first reference to this artist occurs in the final volume of 1.23 
the British Library Qur'an where , on the opening pages of text, we 1.24 
find the following inscription written in panels above and below the 
central panels : 
This noble seventh and its brother volumes were illuminated by the 
poor slavep needy of God's help, yearning for His pardon and mercy 
A, yIughdT bin 
0Abdalläh 
al-Badri, may God forgive him ' in the year 
705 (Fig 2 e) 
Our survey of the Qur'an has shown beyond doubt that the expression 
used by Aydughdi in this inscription 
tie. aammaka , oannot mean illumin- 
ation in the true and full sense of the word , but must indicate 
something else: something that was performed in each of the seven 
volumes ' yet which is undetectable 9 since the styles of the other 
artists are most distinctive and readily recognisable. 
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In the original entry for this manuscript in the old catalogue of 
the British Museum, the author simply records the inscription without 
comment. Lane-Poole 9 who is the only scholar to have commented on 
the words clearly understood what was in question. He writes; 
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... the seventh part has the further information that this volume "was 
incrusted (ý; ý) by Aydaghdy ibn 'Abd-Allah el-Bedry", which raises 
the difficulty as to what "incrustation" was. The word is frequently 
used to designate the laying on of both gold and ink on a manuscript; 
but the previous use of the words s .k and 
Xseem 
to suggest 
some different o" Aeration in the case of Aydughdy. Dr RieuSseems to 
think that it may refer to the delicate outlining of the characters, 
but this would more probably be termed Perhaps &Ik. * ) meant " 
the laying on of the colours, as distinguished from the -AAA. 
s or 
gilding. 
In the catalogue to the Qur'an Exhibitionsand that of the Hayward 
Gallery exhibition6 (1976) it appears to be tacitly assumed that Aydughdi 
worked in exactly the same manner as Muhammad bin Muba-dir. 
In medieval Islamic manuscripts the normal expression for decor- 
ating is taaddhh_b or dhah ba which meant litterally 'gilding' and 
dates from the time when only gold was used. Other more unusual 
terms are occasionally employed. In a Qur'an in the Chester Beatty 
57 
Library (Ms 1439)we find the word adhana from the root dhn meaning 
'to annoint, oil'. In a manuscript in the TIEN we find the expression 
idmän (perhaps ih-n)(Ms 45p)58 Both of these are unusual , though they 
may have been common enough in the parlance of medieval painters. 
59 
In Safadd*s account of the work of Sandal on the Baybars Qur'an 
the author uses the terms dhahhaba and zatmnaka together, one after 
the other, suggesting that the two describe different tasks and that 
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the first mentioned took place before the second. 
The fullest investigation of the word 'zammaka' seems to be that 
60' 
in Quatremere's 'Histoire des Sultans Mamloukg'''' where he quotes from 
a work on Tlkhanid chancellery procedure explaining how letters were 
to be set out : 
Apres la formula Au nom de Dieu et une ligne do la khotbah , on commen- 
gait par la toghra ' qui 
"tait traode en or inoruete dkýj^ W) et qui 
contenait comme tous lee toghrae 9 lee titres de notre soultan. 
And in a footnote on aaýka ' he continues : 
Le verbe ij signifie imprigner I incruster. On lit dens l'ouvrage 
dont je donne ici l' extrai t Al j"+: ý wý+ 
0 ti ý 
- eacrit en or avec un kalam bien taillj et iinpregne de noir. Plus bas 
Dana le Fakihat a1-Khulafav -elle fut encrusts d'or. 
Dana le Manhal al-SZfi v>% LL ýL .:;; 
A L 
-je ne crois qua personne puisse tracer une pareille 
ecriture, ni 
inviter son inorustation. 
It is difficult to see any other interpretation of the verb zammaka 
than meaning'to paint'in some manner. As far as we can tell there are 
only two functions that Aydughdi could have performed on all seven 
volumes without his contribution being immediately obvious. It could 
have been the outlining of the letters as Rieu suggested 9 or it 
could have been the painting in of the gold or the colours. We are 
inclined to reject the former for the following reasons. It seems 
unlikely , even for a rather slothful calligrapher such as Ibn al-Wahid 
appears to have been, that so important a part of the work could have 
been handed over to some one else. The lines around the letters are 
there to delineate the characters and for such a commission the 
calligrapher would surely have wanted to do this himself. Secondly 
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in Safadi's account6of the production of the seven-part Qur'an 
for Baybars both Ibn al-Wahid and Sandal are mentioned but it is 
with the latter that the word tazniik is associated, clearly 
indicating that it was a function connected with the painter 
and not the calligrapher. We are therefore inclined to think 
that AydugbdI must have been responsible for painting in either 
the gold or polychrome areas and that these were decorated where 
required by the other painters. This would explain why in some 
cases details on the gold borders seem to have been only partially 
filled in or else left out altogether. This somewhat secondary 
role for Aydughdi need not be contradicted by the imposing inscr- 
iption in the seventh volume in which he records his involvement. 
Other work by Aydughdi 
There are three other manuscripts which include contributions by 
this painter , or are works for which he was entirely resposible. 
It will best to commence with a copy of the Qur'an in the TIEM to 
which we have already had occasion to refer, Ms 450. This is copied 5.1 
out in magnificent gold naskh of a type similar to that of Al-Khazrai 
but outlined in black. The unfoliated manuscript appears complete, 
apart from a few folios in the Museum of Fine Arts, Boston and the 
Preer Gallery. Gold kufic surah titles are written over gold scrolls in blue 
panels with gold borders. There is a fine double-frontispiece and 5.2 
finispiece and the opening and closing pages of text are fully 5.3 
illuminated. Between the final pages of text and the finispieoe 
is a double opening which contains facing eachother an elaborate 
colophon and certificate of commissioning. The latter shows that 5.4 
the Qur'an was made for Al-? sir Muhammad and reads : 
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For the treasury , the high 9 the lordly of the sultan Al-Malik 
Al-Nasir. May God prolong its days and unfurl its banners in the 
rast'and West, exhalt its power and make the kings of the Larch 
obey its limitless authority, Amen. (Fig 3) 
Opposite we read in a circular panel whiqh mirrors in every detail 
the first : 
The copying of this manuscript was completed on the last Tuesday 
of the month of Rän in the year 713 / December 1313 (Fig 4 a) 
r 
If the manusorip were destined for a mosque , this could have been 
the Jatnic al--'3did begun at the order of Al-Asir opposite Roda Island 
in the Nile in Muam 711/ May 1311 and completed in SS far 712. , June 
62 rý W. 
1312. Alternatively it could have been made for the mosque of the 
Mashhad al-Nafisi 9 which opened in S* afar 1314/ May 1314 
6 3on1y 
a 
few m. 'ntha after the completion of the Qur'an. As there is no waqfiyyah 
we can not say positively. 
Of considerable interest to us 9 in view of the other may, ripts 
associated with Aydughdi, is the colophon giving the name of the scribe. 
This reads as follows: 
This noble copy of the Qur'an, may God enoble and exhalt it, was com- 
pleted at the hands of the poor slave 'yearning for the pardon and 
forgiveness of his Lord , Shädhi bin Kuhammnad bin Shäd1: .n Däf yid 
bin Zsä bin Abi Bakr bin Ayyüb. (Fig 4 b) 
It is written in rectangular panels above and below the circular 
inscriptions in much larger letters. The copyist was no ordinary 
5. =4 
scribe but a man of noble lineage and blood. As is occasionally the 
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oase when a scribe of prominence copied a manuscript his full 
genealogy is given. This shows him to have been a minor Ayyubid 
64 
prince of the House of Al- il great grandson of Al-Nasir Da'ud 
65 
ruler of Karak (d. 656 /1258 ) and grandson of Al-Zahir Shädhi who 
died in 681/1282 and was buried in Jerusalem. ! 4n examination of 
both published and manusoript sources reveals nothing on his 
father Muhammad. The only reference to Shädhr is found in Ibn 
66 0 
Hajar and says simply that he was born in 681 and died suddenly 
in 742/1341-2. Unfortunately we do not know whether ShädhI bin 
67 
Muhammad was living in Cairo or somewhere in Syria at the time the 
manuscript was completed , though the former seems more likely. 
On the opening and closing pages of text I at the base of the 
hasps in the outer borders are a series of minute inscriptions which 
record the names of the two artists involved in the illumination of 
the Qur"an. On the opening pages we read t 
These opening and olosing pages are the work of the poor slave needy 5.5 
for the mercy of God, praised be I" ' yearning for the forgiveness 5.6 
of his Lord, Ayciughdt bin 0Abda11 h al-Badrt 9 taught by the master 
Sandal ' God forgive them. 
( Fig 4 c) 
This is a particularly important inscription since it describes the 
relationship between AydughctT and Sandal. Although the word nah 
or nuh is perhaps a little unusual , the only interpretation that 
we can put upon it , given that Sanvial is described as +mu0a lim` , is 
'mastery is that AydugbdT was brought up by , or taught by, him. If 
we look at other areas where the relationship between master and 
pupil is recorded , such as on metalwork , particularly that of 
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the Mosul craftsmen ' we find that it is always 
the pupil or appr- 
entice who mentions the master ' never the other way round. 
68 
The TIEN Qur'an was made some ten years after we first become 
aware of Sandal and Aydughdt working together. The faot that &ydugMl 
refers to bis old master means either that the relationship between 
them was still close ' or that the reputation of Sandal was oonsider- 
able: perhaps both. Another point worthy of notice is that Sandal 
must still have been alive at this time t since &ydugbit employs 
the ritualistic formula 
°afa'11äh °anhuai 
' God fogive them 9 rather 
than rahimahu'lläh ' God have mercy upon hint which would certainly 
have been used had he not been alive. 
On the closing pages of text in exactly the came spot we find 
another inscription whioh reads : 
In the name of God the Compassionate the Merciful. This noble copy of 5.7 
the Qur'an was painted by the least slave of God, praised be He, 5.8 
°Alt bin Xubammosd al-Rassän 9 known &89&1-Amar#(the 
`left-harried'), 
God forgive them. 
( Fig 4 d) 
Quite probably the painter who who wrote this was acting in a junior 
capacity to AydugMT sine be states that he was responsible for 
taz mlk rather than taddhhib , he describes himself as 'rase 
in' not 
muciý b ' while Aydughtt in a manuscript executed in the previous 
year does use that term. We would suggest that on this occasion AyOughdi 
was a full m Ahab ib working with an assistant , or apprentice of 
his own. It is interesting that among these manuscripts so-far discussed 
we have come aooross several different terms for artists 9 perhaps 
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indicating a heirarohy. It seems clear g we would propose, that 
the mao alli. m was the senior painter. Below him came the mwiý ib 
and perhaps next oeme the muses k and the ra! . 
The illuminated frontis and finispieces are superb examples of their 
kind. Each consists of a star. polygon which repeats in the four corn- 
era. The design of the frontispiece consists of shapes which fit 
together to form the pattern , the interstices of which are filled 
with 'pelvic palmettest and arabesque scrolls ' decorated with 'tear- 
drops' I all after the manner of Sandal. In the centre of the we 
on a blue ground over free-flowing arabesques is XLI Puss at 41-29 
as we see in the Chester Beatty Qur"an illuminated by Sandal. The 
" 
design used gn by AydughdT on this ocossion is not one that we find in 
the work of Sandal. It does occur however in several other manuscripts. 
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It appears in two Kamluke Qur'an ' the earliest dated 1314 and the 
other produced in the 1340's. It is also found in an extremely imp- 
oprtant Ilkhanid Qur*an made in Baghdad some-seven years previously. 
But there other links with Sandal's work. The fillers in the inters- 
tires ' and the palmetto border are all painted over grounds of fine 
red or black hatchings. In the outer border both A$ughdT and Sandal 
" 
in the Chaster Beatty Qurtan employ a large tri-lobed motif with 
crossed arms. The palmettes swell up in the centre of the outer 
margin to form a hasp 9 here and in all the signed compositions by 
these two artists. 
In the finispiece the design of the trellis is bordered above 5.9 
and below by panels of kufio inscriptions over arabesque scrolls. 
All the characteristics that we have refered to in describing the 
frontispiece are found hers. 
Once again the dexj of the finispieoe trellis is of some cons- 
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iderable importance. It is made up of a twelve-armed star-polygon 
in the centre and repeated in the four corners. The five are sep- 
arated bylong narrow panels which and in hexagons. This is the earliest 
recorded use of this pattern in a fourteenth century Qur'an. In later 
years it occurs on several occasions. We find it used in-Mamluke 
Qur'ans produced in the 1350's and 60's ' as well as in the famous 
Qur'an made for Öljaytü in Hamadan in 1313-14 and brought to 
Cairo in the 1320's. 
The design and detail of the opening purges of text in the 1313 5.3 
Qur'an is virtually identical to that of the Chester Beatty Qur'an 
illuminated by Sandal. There are some divergences: Aydughdi employs 
both here and elsewhere kufic script in which the verticals lack 
the 'spits , something Sandal never does. In Sandal's work the 
scrolls which underlie the text on a page are rather more carefully 
worked out. But by and large 0 AydughdT follows in the tradition 
of his master. That this was a particular tradition and not a gen- 
eral Damluke convention can be seen by comparing the manuscript with 
other contemporary ones : something we shall do shortly. 
Before leaving this manuscript which is one of the most important 
of the series ' let us examine another inscription which appears on 
the final folio. This consists of two short certificates declaring 
that the Qur'an is without error and recording the pointing of the 
manuscript. A calligrapher would not have been expected to be an 
authority on grammar , thus -upon completion a Qur'an would have to 
be examined to make sure that it was perfect. This mast have oooured 
with all Qurtans 9 though the number of occasions when we have any 
written evidence of this is almost nor-existent. Similarly I it is 
assumed that the calligrapher was responsible for pointing the ßät 
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but we know from inscriptions in a number of Qur'ane that this was 
not always so, 
7There 
are two sets of vowels in the manuscript : one 
in gold , probably written in by the calligrapher ShädhT bin Muhamm- 
ad, and a second complimentary group in blue. These are probably 
the work of the pointer. The two certificates read : 
This Noble Qur'an has been examined from s srt to finish and'found 
to be free of grammatical mistakes and errors ' and deemed unblemi- 
shed by flaws and imperfections. Signed: ][ubanmad al-Saxräj al-Mwiri'. 
This Noble Qur'an has been vooalised by the slavo needy of God, praised 
71 
be He g Khalil bin Wubammad al-BahnasI. 
(Fig 4 e) 
The two remaining works illuminated by Aydughii are copies of 
the collection of ink! correspondence of A1-Neýsir Dä1 id. Al-4iäsir 
Däsnd72suoceeded his father as prince of Damascus in 1227 but was 
"" 
ejected by a coalition of his uncles. As a compensation he was enso- 
onced in Karak 9 where he remained until 1249. He was ognsidered a 
a master of the ohanoery epistolary style and in 670/1271-2 his son 
Al-Malik al Amjad al-Hasan collected some of this correspondence, . 
interspacing it with historical commentary. It is this work entitled 
Al-Fý d. &l-Jaliyyah that was copied and illuminated by Aydughdi 
in 712/1312 (British Library its Or 3025). 
The manuscript is not complete. It consists of 83 folios of fine 
black nankh with gold headings. Fortunately the oolophon page 
survives and this tells us: 
The copying and illumination of this (manuscript) were completed at 
the hands of the poor slave ' needy for the meroy of God, praised be 
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Hei Aydughdi bin °Abdallah al-Mudha. hhib, at the end of 3haý 
ba 
712/ December 1312. (Fig 5 a) 
The is the first recorded occasion of this artist calling himself 
roodhaahhhiibbr and we would suggest thathe achieved this status at some 
time between 1306 and 1312. It is also of considerable interest that 
the work being oopied and illuminated is the Fad id containing the 
writings of the great grandfather of ShGdhr bin Muhammad. This can 
be no co-incidence. It must be clear that AydughdT was working for 
" 
-or with- Shädhi. 
On the two surviving illuminated pages the text is set in a cen- 6.1. 
tral panel over red arabesque scrolls on a ground of red hatchings. 
The scrolls are not nearly so animated an those in the work of Sandal 
but have the essential characteristics of his 'knobbled' arabesques. 
Above and below are gold arabesques on a blue rectangular ground 
resembling those used by Sandal in volume five of the Baybars Qur'an. 
At the sides are vertical panels of gold etrapwork with a lobed hasp 
in the centre margin and medallions above and below. This page is 
a miniature repeat of the those at the beginning of volume five. 
However Aydughdi does not use the heavily modelled palmettos and 
between the central panel and the surrounding ones introduces a 
a simple band of edging which , while it was to become very popular 
in later Mainluke work , makes its first recorded appearance here 
in a Mamluke Qur*an. 
The other manuscript in Istanbul (Aya Sofia Its 4823) is a complete 
version of the Faw'id containing 145 folios. It is signed by ShsºdhT 
bin Muhammad bin Sh b! I copyist of the 1313 Qur'an and is dated 719 
1320, According to a fine inscription on the final illuminated pages 
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the manuscript was copied for the library of 'Sultan clmäd'. (Fig 5 b) 
Given the date of 1320 9 the most likely person this could be is 
the famous historian and lesser Ayyubid ruler of Hama , Al-Malik 
al-Sälih al-Mu 
cayyid 0Imäd 
al-Din Abu'l-Fidä'Iemä. 
oTl 
0 usually known 
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simply as Abu'l-Fidä', who ruled from 710/1310 to 732/1311, Given 
Abu'l-Fidä"s interests this is exactly the kind of work he would 
have wanted. 
Although this manuscript is not , as far as we know, signed by 
Aydughi 9 the illuminated pages are unmistakably hs(14 The pages 
are laid out in exactly the same manor as those in the earlier 
copy of this manuscript and the-arabesque sorolls which underlie 
the text are identical to those employed by him in his known work. 
Both stylistic and strong circumstantial evidence would seem to 
indicate that this is the work of Aydughdi 9 oontinuing his assoc- 
iation with ShädhI bin Muhammad at the oourt of his relative Abu' 1- 
Fidä' in Hama. 
Before finishing our examination of the work of Aydughdl we must 
take cognizance of an article written some years ago on these two 
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manuscripts. The author of the article was in the proocess of editing 
the letters of Als'Näsir DaGd and came to the conclusion that the 
British Library copy was actually later than the Istanbul version 
but had been pre-dated by the copyist, Briefly his reasoning was 
as follows: The two manuscripts are identical except for the fact 
that the Istanbul copy contains a medallion in the margin to the 
effect that at that point the original compiler ''Al-Malik al-Amjsd 
al-Hasan ' died. According to the writer the text was later continued 
by Shadhi bin Muhammad , copying out the original up to the point 
where it had abruptly terminated and then carrying on to add a second 
7.1 
half of his own compilation. 
ýý 
4 
The writer of the article believed that Aydughdi , for some 
reason , wished to claim authorship of the Faw-a'id for himself. 
Our only real concern with this argument is that if it be true 
then we can advance the career of AydugPdi even further, beyond 
the date of the Istanbul Fad id manuscript of 1320. We are however 
inclined to reject the argument. The family ties between Shädhi 
and Al-Nasir D Gd have led the writer to the belief that the 
former was the person who completed the unfinished text of the 
Fa wä_ d, though to our knowledge this is not stated in the work. 
He makes rauch of the fact that Shädhl uses the phrase in his colo- 
phon : wa kän al-farägh min kitäbatihi 
Cara ; add. so The writing 
of this was completed by... and that the identical words are used 
by Aydugidt. The first being a genuine autograph copy , so the 
second must be a forgery. 
The words of the colophon however are part of a standard scribal 
formula and mean copying not compiling. The explanation would seem 
to be that both Aydughdi and ShsdhT were copying and that the 
latter is not the compiler of the second part of the Fad d. In 
any case the writer of the article was not aware of the close links 
between the two men. He remarks that he has been unable to locate 
any other reference to either 
: 6Had 
he been aware of the Qur'an in 
the TIEN on which both worked he would perhaps have come to different 
conclusions. 
A reconstruction of the career of Avduzbdr bin 
aAbdall 
Aydughdt was the pupil of Sandal and worked with him on the major 
project directed by Ibn al-Wahid to produce a seven-part Qur'an 
of sumptuous appearance for the kh-anah of the Emir Baybars al- 
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Jashankir . He was occupied on this from 
1304 until around 1306 
or 7. By 1312 he was a mudhahhib , and probably no 
longer with 
Sandal. At any rate in that year we find him engaged on a manusc- 
ipt of the Fawä'id al-Jaliyyah ' the collected correspondence of 
the Ayyubid monarch Al-Näair D; I d, great grandfather of Shädhi 
bin Muhammad 'a fine calligrapher of royal 
bloods with'-whom we 
next find him aorking. Together they produced a magnificent single- 
" 
volums Qur'an for the library of the sultan Al-'NNair Muhacmn&d. This 
was almost certainly made in Cairo. AydugbdT evidently had a pupil 
of his own at this stage since the Qur'an bears the aigniature of 
a certain 0 Al! bin Wuharsnad 'the left-handed' 9 whose work is not 
very much in evidence. Like Aydughdi in 1304-7 he was probably 
responsible only for painting in work drawn out by the main illum- 
ator. Exactly what the relationship was between ShädhT and Aydughdt 
we do not know. However in 1320 the former copied out a manuscript 
for the library of his distant relative the ruler of Ham. The ill- 
umination of this is identical to the known work of kydugbdl and it 
seems probable that the two made their way to the court of the prince 
of Hama where they were in 1320. 
An appraisal of Aydughdt bin 0Abdallsh's style. 
The style of Aydughdi is essentially that of his master Sandal. We 
. 
can see exactly the same decorative repertoire in use : compositions 
of a similar design ; alm ost identical though rather simplified 
fillers in the central trellises ; extensive use of finely hatched 
grounds i Aalmette borders of the same type - gold with'tear-drop' 
motifs coming to an extension in the central margin ; kufic of a 
very similar type on arabesque scrolla. The arabesque scrolls , though - 
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not quite so animated as those of Sandal are of the same knobbled 
bulbous type. There is also the use of the saw Qur'anic Mat for 
decorative purposes : almost as if they were being used as a 'trade- 
mark' of the group. There are a number of minor details that do not 
appear in the work of Sandal and a number of trellis designs. The 
latter would probably be evident if we had more examples of Sandal's 
work. 
What other examples are there of this style? There are at least 
two other Qur'ans which an be said to follow in this traditiolt. 
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The first is one sold some years ago in Christies and whose present 8.1 
whereabouts are unknown. The reproduotion in the sale oatalogue shows 
several of the features mentioned in oonneotion with AydughdT and 
Sandal. 
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The second is more important. It is Is VII99 in the Keir Collection. 
This is a single-volume Qur'an copied in 730/1330 by Muhammad bin 
Bilbek al-Muhsini al-Näeiri , for the library of Al-Näsir Muhammad. 
Although the illuminated pages differ slightly from the earlier 9.1 
Sandal/Aydughdi Qur'ans ' the absende of marginal hasps and medallions 
may be put down to changes in tastes we see the same features in other 
contemporary manuscripts. However 0 the similarities are striking. 
The trellis design employed for the central panels of the 9.2 
opening pages is the same as that used by Sandal on two occasions. 
In the central star-polygon we find 2i I Pua il&t 41-2 , which only 
oocurs in the work of Sandal and AydughdL. The fillers in the 9.3 
geometric interstices derive from those of the early period ' even 
though of inferior quality. The border of alternating palmettes 
employed for the border corresponds almost exactly to that used 
by AydughdT around the finispiece of the 1313 Qur'an. Curiously 
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the design of the border has been 'trimmed' by the artist on two 
sides as if he made an error or could not adapt it to fit. 
The layout and decoration of the opening pages of text are very 
close to those of the earlier manuscripts : even the wording of 
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the kufic inscriptions is the same ý1. +» 
? instead of 1: ýý V 
The arabesque scrolls under the text are of the type directly aseoc-- 
iated with Sandal and Aydugtdi. This manu®oript is probably not a 
late work of either of the above , but by some other artist who 
worked with them , or was perhaps merely copying their style. What- 
ever the case may have been , this is the last manuscript that we 
can associate directly with the style of Sandal. 
There are a number of other Qur'ans that can be tenatively aseoo- 
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iated. Cairo National Library Ne 55 , though not of the some quality 
as the earlier Qur'ans illuminated by Sandal and Aydughdt ' has all 
the essential features of the group. The central trellis design is 
the same as that used by Sandal in volume five of the Baybars Qur'an 
; the star-polygon bears XLI Fus- 
w 
siillat 41-2; similar scrolls are used 
in the interstices of the trellis. In the body of the text the script 
in a bold thulth with khamma. and 
oar 
sham signs identioal to those 
in the work of Sandal. Surah headings are in large gold thulth-ash är 
a 
as in the Baybars Qur'an and Chester Beatty mss 1437 arA 1457. 
Other manuscripts which show some connection are: Cairo National 
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Library bis 4' with a wagfiyyah endowing it to the mosque in the 
citadel and dated 729/ 1328-9 :a Qur'an sold in Christios in 1970, 
present whereabouts unknown. 
2. Other traditions in this period. 
The tradition of Sandal is not the only one of which we are aware. 
1 
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Others are unfortunately not so well-known. We will turn to the most. 
important of these now. 
Ms 4478in the TIEM is a complete single-volume Qur'an fifteen 
lines to the page , copied in good black naskh. The colophon 
is 
in a gold square at the end of Surat al-Nas and reads as follows: 
The copying of this Noble Qur'an was completed - may cod send back 
its blessing to the one who commissioned it - on 13 Ram bi: I 714/ 
29 June 1314 in the script of cAli bin Ab! Sälim. (Fig 5 o) 
At the end of the manuscript in another inscription which gives the 
name of the illuminator and binder of the Qur'an. This reads: 
Illuminated and bound by the poor slave needy for the help of God, 
praised be He, aAbdalläh al-Safaw! al-Halabi. (Fig 5 d) 
Throughout the text each surah is introduced by a title in 10.1 
gold ihm lth. The opening surahs are introduced in exactly the 
saes way, being entirely undifferentiated from the rest of the 
manuscript. This method was followed in Iran and the Xaghreb but 
is rare in Mamluke Qur'ans. The sign in the margin indicating each 
fifth verse is a definite 'pear-drop' shape I while that indicating 
each tenth verse is given a brown border instead of the blue one 
usually fount. 
The manuscript opens with a fine double frontiepieoe 9 compris- 
10.2 
ing a central rectangular geometric trellis with inscription panels 
above and below. There is no palmette border. The inscriptions 9 in 
white muaq[ are LVI Al-Ws4icýah , 77--81. 
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The design of the trellis on the opening frontispiece-is identical 
to that used in the TIEM Qur'an of 1313. The colour scheme and dec- 
orative elements used as fillers are entirely different. The pent- 
agons around the centre contain either a lotus like palmetto or a 
simple palmetto with looped base and two leaves springing from its 
oentre. These are in green -a oolour rarely used at this time- on 
gold. In the interstices at the top and bottom of the composition 
the fillers are green IS, sorolls on gold. 
In A3rdugbdt'a version of this oompoaition in the 1313 Qur'an all 
the fillers converge on the elements they surround , here in contrast 
all motifs converge on the contra . muting an entirely self-contained 
pattern. Instead of a free arabesque scroll in the centre there are 
two concentric bands of flours-delis radiating from s twelve--sided 
nucleus. The quarter polygons in the four corners contain floral 
sprays and are regarded not as repeats of the centre but as sep- 
arate elements. In the outer margin the central hasp is an unusual 
'pear-drop' shape. 
Were it not for the certificate of commissioning we might be 
tempted to ascribe this manuscript to a spot far from Fygpt. This 
appears on the final pages as a counter- balance to the fpontis- 
piece and is a mWificent example of its kind. It occupies both 10.3 
pages and reads : 
God is the Effector of righteousness. This Noble Qur'an was written 
for the library of the noble the lord , the sultan the 
high, the just, 
Al-Malik al-. Nair Muhammad,, sultan of Islam and the Muslims, Partner 
of the Commander of the Faithful , may God make his reign sternal 
and make the Qur'an his imam and his heaven and his interoessor. 
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May the angels ever-in-his-presence be his helpers and supporters 
and may eternal paradise be his refuge and abode. Amen 0 Lord of 
the two worlds etc. (Fig 6 a) 
This is written in fine gold thulth on a ground of r9d hatchings. 
Between the lines are gold arabesque scrolls with large fully-formed 
leaves. Similar white ones and a multiple black triple-dot motif 
are scattered between script and scrolls. There is an outer border 
of white strapwork and in the centre of each margin a single med- 
allion with a palmetto. 
The Qur'an appears to have little in common with the manuscripts 
previously described. As the illuminator's ni` in al-Halabii 
. 
of Aleppo this suggests perhaps a Syrian origin. Either that or 
the work of a Syrian working in Cairo. Qur'ans from Syria in this 
period are extremely rare. The Chester Beatty Library is fortunate 
in possessing one from that area which has a colophon giving an 
exact location for it. The manuscript is in two separate parts 
bound as one (Ne 1473)83The begining and end are missing but 
at the and of the first part we read : 
Written by Ibriablm bin aA1! bin Sanä' al-hulk, thanking God, praised 
be He etc..... in Tripoli ... 723/1323. 
(Fig 6 b) 
In the surviving areas of illumination this manuscript has some 
interesting parallels with the 1314 Qur'an. Noni employ Aalmette 
borders while the beginning of the text'in each half has lines of 
11.1 
arabesque scrolls between the k7at over a red hatched ground. This 11.2 
would seem to be a characteristic of Syrian manuscripts at this time 
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since there is no evidence of it in either contemporary Ilkhanid 
nor 1[amluke Qur'ans. 
We are inclined to think that this is the work of a Syrian artist 
employed in Cairo , perhaps in the same studio as 
Sh dhi and Aydughd1, 
and that the Qur'an was commissioned by'the sultan for the same loc- 
ation as the 1313 TIEN Qur'an. 
Another Qur'an wortirr of comment is Me 14818in the Chester Beatty 
Library dated Raab 720 / August 1320, This has many of the oharac- 
teristios of the Sandal group but is rather larger (48 x 36cm as 
opposed to 33 a 250m in the case of Chester Beatty Quran Ms 1479 
illuminated by Sandal). The script in this manuscript looks much 12.1 
more like mix qaq than anything also we have seen in the first 
two decades of the fourteenth century, Its place of origin and 
relation to earlier manuscripts are unknown as it bears 
no documentary information other than the date. 
Summary " 
Patronage : During the period under discussion we are familiar with 
only two patrons, the Emir Baybars al-Jäshanktr and Sultan Al-Nair 
Muhammad. Furthermore few of the surviving manuscripts bear wagfiyyahs. 
Although a number of mosques , madY rasaabbs and other institutions were 
founded in this period , the number of manuscripts associated with 
them and their patrons is strictly limited. This could be due to 
the loss or destruction of manuscripts 9 though it would be wrong 
in our opinion to exagerate this possibility. It could be due to 
the lack of outstanding local artiste or to the expenses involved. 
The latter were considerable. Baybars we are told gave 1,600 dinars 
to Ibn al-'Wahid and even if ' as is rumoured, all was not spent 
on the Qur'an the patron accepted this as the probable price. It 
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was not simply the cost of material such as gold and rilber. There 
was also the cost of maintaining anything from two to five artists 
for several months or several years. 
Calligraphy: We know the names of several outstanding calligraphers 
though not as many as we would have supposed # considering that 
Cairo was the Mamluke metropolis. The most prominent was Ibn al- 
Wahid but there were others like ShädhI bin Muhammad and Muhammad 
al-IChaarajl. These men are figures those names are not recorded 
for posterity as calligraphers ' though the former was 
important 
enough as a minor member of a famous family to be mentioned in 
Ibn Hajar's biographical compilation. We are basing our assesment 
of them simply on the outstanding quality of their work. There 
were others who were not outstanding but competent soribes or 
officials such as °AlI bin AbT Sälim and 1[uhataoad al-)lubainl al- 
Näsiri. 
"" 
Contrary to what is often asserted about the styles of script 
favoured by the Mamlukes, the most typical varieties in this early 
period were nom and thulth 1, not muh Wqaq and never ra hän . 
Large-format multiple-part Qur+ans such as those produced in Ilkhanid 
Baghdad were not popular at this time and the seven-part Qur'an of 
Daybare is the exception which proves the rule. Nothing to equal 
the Ilkhanid manuscripts in- size and magnificence was produced 
after 1306 until the reign of Shacbän bin Huaayn (1363-76). The 
typical N amluke Qur'an of this period is msdiua-sized, single- 
volume , in black, or occasionally gold, nankh. 
Illumination: This period is Comparatively rich in information on 
Qur+an illuminators, We know the names and sou*t ig of the careers 
of several. Among the most important were the well-known master 
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Sandal who has the unique distinction of having his work mentioned 
and praised, by Safadi and Ibn Ha jar and his pupil Aydughdi. We 
can trace the career of the latter from his beginnings as an appren- 
tice of Sandal working on the Baybars Qur'an Project in Cairo 9 then 
for Sultan Al-Nasir Muhammad and finally for Abu'l-Fid 
%9 the 
Ayyubid ruler of Hama. 
The style of these two painters is quite readily recognisable 
and we can trace its development down until 1330 when it seems 
to fade out. 
We also know of Muhammad bin Mubädir ' whom as we shall see . was 
either trained in BagMad " or by a Baghdadi artist. We are aware of 
his activities in Cairo for a short time in the first decade of the 
century. We can also point to a Syrian painter , 
°Abdallsh 
al-HalabT 
who was in Cairo around 1314. All of these artists probably under- 
took other activities ; some were scribes others binders. This 
would have enabled them to move easily from place to place ' as 
it appears they did , in search of employment 9 or perhaps in 
answer to offers-of commissions. 
Whether full-scale studios existed in places like the house of 
Baybars or the library of Al-Nisir Nuhammsd is difficult to say. But 
with regard to the Qur'an of Baybars 9 we would suggest that the 
workshop where it was produced was located in the Mosque of A1-Hakim. 
Ibn al-Wahid was k-atib al-sharicah there ; the building is adjacent 
to the khangah for which it was destined and would have had the 
right atmosphere in its inner parts 9 of undisturbed tranquility. 
Chapter Two : Baghdad and Mosul under the Ilkhanids 1300-1316. 
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It is an odd paradox that* we should know so much more about a 
a relatively obscure group of calligraphers in Cairo at this time 
than we do about the Treat , venerated masters of olaesioal calligra- 
aphy , the sittah ' that is , the six pupils of 
Yäqüt al-Mustacsimi 
from whom most later. Timurid, Safavid and Ottoman masters traced their 
descent. 
We know virtually nothing about the lives of most of them. We 
are not even certain of their names am the historians of calligr- 
aphY give contradictary information and where they do agree such 
facts as we have been able to obtain show that their researches were 
incomplete. 
It is not our purpose to deal with T qüt. He died in 1298 just 
outside of the period with which we are oo erned and -there are so 
works from the hands of his pupils in existenee before 1300. In any 
case the problems associated with the true identification of Yäqüt 
Qurtans are so great as to require a separate study in their own right. 
As far as we can tell the members of the sittah were s 
1. Arghün bin oAbdalläh al-Kämi1I 
2. Nasrslläh al-Tabib also known as Nasir al DTn Mutatabbib 
3. Yüsuf al-Masbhadi/ al-KhurasänT 
4. Mub rak-Shah bin Qutb al-Tabri T9 called 'Zarin alam' also 
known as Muberak-Shäh al-Sultäni and Mubärak-S häh bin 
cAbdalläh. 
5. Sayyid or M%r Haydar called 'Gandah-Navis' 
6. Ahmed bin al-Suhrawardi called 'Sbaykh-Zedah' 
A number of cur'ans exist bearing the names of Some of the above 
and in the course of this survey we shall be examining the more imp- 
ortant of these. However, such was the prestige of of these famous 
names that facsimiles were produced in large quantities 'not 
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to mention straight-forward forgeries. Thus we have had'to impose 
a ®et of rigid criteria to establish the authenticity of the man- 
uscripts examined. 
To be considered genuine a Qursan must bear a date from the period 
in which the calligrapher is thought to have lived. Historians are 
not always exact in the dates they give. It should have contemporary 
illumination. It should have a certificate of commissioning. Most 
important of all it should have the name of at least one other per- 
eon associated it with it - that of the illuminator or corrector - 
the signifioanoe being thatsuch a person would have been unlikely 
to have put his name to a enuscript which he knew to be a forgery. 
These criteria are by no means perfect, but they are the best 
that we have been able to form after examine all the known examples. 
1. Baghdad : The Qur'an of GhRzän. 
Among the acknowledged masterpieces of calligraphy from the first 
decade of the fourteenth century is a superb thirty-part Qur'an 
bearing the name of Ahmad bin al-SubraxardT. This appears to have 
3 
been first exhibited in Tehran in the 1940'. then in the l[etropol- 
itan Museum of Art4 a little later. Several a ss' were shown in the 
5 
Qur'an Exhibition of 1976 a nd some of these pnbliehed in full colour 
at the same time 
6 
by Lings. 
This fine manuscript has long been dismembered and dispersed. 
Today the few surviving pieces are found in at least four countries 
on three different continents. Our researches have uncovered the 
following : 
Topkapi Library Me EIi 250. Jam' 2, illuminated in gNl4an 702/ 
April 1303. 
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Topkapi Library No EH 247.4u' 4- 
7 
Iran-Bastan Museum Ms 3548/ Chester Beatty Library No 1614. Jua: 10 
illuminAted in Ra jab 704/February 1305. 
Topkapi Library Ms rH ? 49. Juz' 13, illuminated in RabTo 1 705/ 
November 1305. I 
Iran-Eastan Museum He 3350 Chester Beatty Library Ms 1614. JJuua: 259 
Iran-Dastan Museum Ms 35321Metropolitan Museum of Art Me Rogers 50.1211 
Just 26, written in 706/ 1306-7. 
Iran-Daetan Museum Me 3522. Just 28.2 
Uetropolitan Museum of Art Ws Rogers 55.44. Detached final folio ill- 
uminated in 707/1307-8. 
There are several oolophons by the illuatnator explicitly stating 
that the parts were illuminated I and from this we can assume vrittý 
en , in the city of ]Baghdad. If the second volume was illuminated 
in April 1302 than we can safely assume that the calligrapher ooma- 
enoed his work in the final- weeks of'13019 or at the very latest 
January 1302 and completed his task in 1307. 
The circumstances of commissioning. 
The first question with which we have to deal iss for whom was this 
outstanding manuscript made? In view of the fact that it bears the 
signiature of Ibn al-Suhrawardi one of the great masters of the time, 13.1 
clearly cost a huge amount to produce and is in a size and format only 
associated with royal or extremely important patrons - like 
Öljaytä 
or the Vizir Rashid al-DTn , it is-most likely that 
the Qur'an was 
made for the ruling sultan or his minister. 
In our opinion there are only three possible patrons : the two 
vizirs of Sultan (Th z ,n, Sa0d al-Drn SävajT and 
Rashid al-Din 
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who were appointed jointly in 1298 , or the sultan himself. 
We are 
inclined to believe that it was the latter. Apart from this manu- 
uscript there are four other similar ones. Of these three were 
commissioned by Öljaytu , Ghazän's successor and only one 
by his 
vizir - Rashid al Din- and then only after the 
death of ill jäytü. 
The possible destination of the manuscript may have been Ghäzän's 
1 
mausoleum which was begun in 1297 
and 
completed in 1301.4 None of the 
surviving volumes beard a äertifieate of commissioning and there 
are no watfiyyLkI. Unless the first or last volume appear at some 
stage in the future we shall probably never know whether our 
suggestion is correct on not. For the rest of this study we shall 
refer to the manuscript as Qur'an A (Eaghdad). 
The work of the oalligrapher and artist. 
a) Abmad bin al-Suhraward3 and the calligraptWs All historians 
15 
of calligraphy mention Ibn al-Subraward! but the information they 
give is magre. The general outlines of his -life seem to have 
been as follows. His full name is not known . he is simply called 
'Ibn a1-Suhrawardi' or in Persian 'Shaykh-7ädahý 'the son of the 
Shaykh' , who must have been we presume the Sufi author of the 
'CAwärif al-Macärif' , Shihäb al Din Abi Hafe 
0Umar bin °Abdallähl6 
born in the small town of Suhraward near Sultaniyyah in 1145 and 
died in Baghdad in 1234. Thus Ibn al-Suhrawardl was not the 
'son$, but more likely the grandson of the great sufi. In his colo- 
phons the calligrapher always signs himself in the way that we have 
mentioned above. There is one exception. In the single page now in ' 13.2 
the Metropolitan Museum of Art (No 55.44) he add, after al-Suhrawardi 
the word +a i+. The precise meaning of 'al-Bakr! ' is not clear 
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: it could mean . among other things 'a member of the Arab tribe 
of Bakr or a person claiming descent from Abü Dakr ' the first 
Caliph. We are told that he was born in Baghdad ' but came in 
contact with Yäqüt when the latter was passing through the town 
of Shahrazur in the province of Kurdistan ' where Ibn al-Suhrawardi 
was teaching. He is said to have written insoriptions for a number 
of buildings in Baghdad including the mmaejid alp 
o 
aad is reputed 
to have died in the year 720/ 1320.1. 
Such was the life of the great calligrapher* He is credited with 
17 
the production of no more than thirty-three complete Qur'ans. A figure 
quite possible if it really took him from 1301 until 1307 to write 
Qur'an A (Baghdad). Of his work little survives. The visir RashLd 
al Dtn owned twenty Qur'an by his}: which he endowed to his own 
18 
mausoleum. What beoame of these in not known. A cow of the Qur'an 
signed by him and dated 718/ 1318-19 was for years mentioned as 
19 
being in yya Sofia but has been transfered to the TIEK we are told 
20 
by Pana*ili. The Chester Beatty Library possespee an interesting 
oopy which ma be genuine. It is a complete single-. volume oopq 
21 
(Ne 1467) inhnlth and nay si hh dated 701 /1301. The oolophon Big- 
Mature olosely resembles those in 'Qur'an A (Bagbiad) and the 
illumination though slight and partially oonoealed looks like 
Ilkhanid work.. The manuscript does bear the oe7rtificate of 
a corrector Muhammad bin 0Abd a12Ast5 al-Abhart (of Abhar west of 
Qasvin) which 'if normal practise Was followed, would have been 
added when the Qur'an was completed. 
The Qur'an of 1301-7 is written in beautiful blank _h a 
perhaps verging slightly on thuith ' with all vowels aºfld orth- 
ographic signs also in black. No colour is included in the script 
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which forms the perfect counterbalance to the vivid polychromatic 
colours of the marginal ornaments. There are five lines of script 
to each page. The relationship of the letters to one another and 
the relationship of these to the size of the page achieve a perfect 
balance , which when taken together with the harmony of the colours 
of script and ornament make this one of the finest Qur'ans ever pro- 
duced. 
The colophons of Ibn al-Suhrawardt usually follow the text of 13.1 
the Qur'an p occupy exactly the same space, and are in identical 
muheca soript. 000asionally , if the colophon is not complete 
13.3 
by the time the bottom of the page is reached, it is completed in 
tiny naskh at the side or underneath. 
b) The illuminator : Muhammad bin 4ybak bin °Abdalläh . The painter 
who gives us his full name on more than one occasion has signed and 
dated four of the surviving portions of the Qur'an. This information 
is invaluable when attempting to calculate just how long it took to 
produce a superb manuscript auch as this one. Not only does Ibn Aybak 
tells us when he completed the manuscript but where. Perhaps the 
fullest colophon by him occurs in the thirteenth volume and reads: 
Illuminated by the weakest of His slaves, Muhammad bin Aybak bin 
0Abdallah in the City of Peace, Baghdad , God protect it. He com- 
plated it on Mondarg 20 Rabi I 705. (Fig 7a) 
On the basis of the information given in the inscriptions we can 
see that between the beginning of 1303 and - let us say - the begin- 
ning of 1306 the calligrapher completed twenty-five volumes , that 
is approximately eight volumes a year. The seoond volume was illum- 
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inated in April 1303 and the tenth had been oompleted by, February 
1305. Thus it took approximately two years to illuminate eight 
volumes ' that is four a year , twice as 
long as it took to write 
them. This figure is confirmedby the thirteenth volume which bears 
an inscription by Ibn Aybak certifying that he completed the ill- 
umination in November 1305; that is, one volume approXimately every 
three months , making four a year. It seems probable 9 even though 
we have no documentary evidence to prove its that Ibn Aybak would 
have had an assistant - perhaps more than one. Certainly if Baghdad 
was anything like Cairo this would have been the case I and manusc- 
ript illumination must have been much better developed in the old 
caliphal capital than in Cairo. 
All of the volumes are illuminated in the same way. There is 
a fine opening double-frontispiece . followed by illuminated open- 
ing pages 9 sometimes with illuminated closing pages. Throughout 
surah-headings are finely illuminated and each fifth and tenth 
verse indicated by a decorated medallion in the margin. These latter 
are breathtaking in their splendour: each one is a mini-work of art 
in its own right. 
Each half of the double frontiepieoe appears to be conceived as a 
separate entity. Unlike most later ones all of these have a border 
of equal width on all sides. The basic design of each is the same. 
A central panel ' which may or may not be supported by rectangular 
ones bearing inscriptions above and below, is surrounded by a narrow 
band of gold strapwork. Beyond , separated only by a narrow band of 
edging, is a fine outer border of arabesque scrolls - never alterna- 
ting palmettes. The patterns used to make up the central panels can 
be divided into four groups. Those with a central eight-pointed star 
with surrounding hexagons (2 and 26) = those with a central multi- 13.4-5 
pointed StV4r (4 and 25): those based on a oentral hexagon within 13.6-7 
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a diamond that touches the four sides of the rectangle (13 and 2`i) : 13.8 
-9 
a piece of straight-forward repeat block-pattern (10). These patterns 
show great variety and inventiveness. In Mamluke Qur+an frontis- 
pieces patterns siwilar to those of 4 and 25 are common b ut the 
others much less so. There appear to be no Mamluke examples of 
the type of semi-independent composition ( 13 and 28 ), which we 
find again in the later work of Ibn Aybak. 
Interstices are filled with single, double or quadruple palmettes 
or arabesque scrolls. In the second volume the scrolls have a much 
13.4 
more naturalistic appearance while the accompanying five-pointed 
shapes contain a piece of arabesque scroll from which five tendrils 
22 
sprout : exactly as we see in the 1313-14 Hamadan Qurfan 9 but no- 
where else in this manuscript. Kufic insoriptions are ilways in 
white and of a rather orthodox type ' with the exception of the 
second volume where there is a certain amount of distortion. 
Around the central panel are two concentric bands of gold strap- 
work, the ouOOr one being thicker and more elaborate than the inner 
one,. Around all panels and lands of strapwork we find several types 
of edging. In most cases the edging consists of either a simple 
tooth design or flat links. but in the oase of volume two the 
flat links are separated by double loops and there is a green 
band with repeat motif that does not appear elsewhere. 
All panels are surrounded by an outer border which in all inst- 
ances consists of arabesque scrolls ' yellow on blue with a secon- 
dary pattern in chocolate brown running through them , In each 
example there is a fine medallion in the margin and this is com- 
posed of the same elements as the border. The medallions are 
never round but pointed or else with a "juib shape at the outer 
end. 
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All volumes ' with the exception of number two are illuminated 
in an identical manner. The text , surrounded by white clouds, 
lies on a bed of large green scrolls over a ground of red hatch- 
13.10 
ings and treble-dots. At the top and bottom are rectangular panels 
with kufic inscriptions ending in a lozenge. There is a narrow 
palmette border in which the froott of the palemtte faces outwards. 
In volume two the inscription panels end not in a lozenge but in 13.11 
an eight-pointed star , like a tile, which bears a circular arabes- 
que scroll with large rather fleshy leaves. Identical ones occur 
on the frontispieces. In overall appearance this volume seems to 
have had a little more attention given to it. When we turn to the 
13.12 
final folios we find something else which is interesting. The 
final pages have been lavishly illuminated after the fasion of 
the opening ones. This oc curs here and in no other surviving 
volume apart from the loose page in the Metropolitan Museum. In 
the panels above and below the final words of Juz' 2 is an 
elaborate kufic inscription over arabesque scrolls which reads 
as follows: 
The illumination of this (just) was completed in the month of 
Ramadan the blessed in the year 702 of the Hijrah by Muhammad 
bin Aybak, thanking God , praised be He, praying and saluting 
(Fig 7b) 
The single detatched folio has only part of the inscription by 
Ibn Aybak and reads: 
... Baghdad 'may God #praised be He, protect it, in the year 707 13.2 
hilili 7h( Fig 7c) 
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How are we to understand the differences between the'illumination 
of volume two and the remaining ones? There are two possible exp- 
lanations. The first is that this is the only volume actually 
illuminated in its entirety by Ibn Aybak. The remainder being 
painted largely by assistants under his direction and after having 
been drawn by him. The other explanation oould be that Ibn Aybak 
simply devoted more time to this volume as he intended to sign it 
at the and , as an example of his virtuosity. The lost volume 
to which the Metropolitan page belongs must be similarly executed. 
We are inclined to think the second explanation the more likely, 
though Ibn Aybak was undoubtedly assisted by other artists. 
Throughout the text as are indicated with fine polychrome 
rosettes. The passage of each fifth and tenth verse is shown in 13.13- 
the margin by medallions of the most elaborate and beautiful kind. 14 
Each being a perfect work of art of outstanding virtuosity. There 
is almost nothing like them in any other Qur'an that we have examined. 
They are entirely different from Namluke work before the 1370"s, 
where marginal ornaments , no matter how fine, tend to be stand- 
ardised. What is particularly impressive , both here and in the 
other other illuminated areas , is the very wide range of colours 
used by the artist and by the high quality of the pigment which 
looks as fresh today as when Ibn Aybak applied it. 
Surah titles are always in graceful kufic, the vertical strokes 
reaching to the top of the rectangular panels containing them. The 13.15 
marginal Palmettos are greatly varied , but often identical in 
construction only the colour being different. 
Other work b C Muhammad bin Ay bak : The Qur'an of 01jaytu. 
Mohammed bin Aybak worked on at least one other Qur'an of a type 
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similar to Qur'an A (Baghdad) , which like that adnuscript 9 alas, 
is dismembered and scattered throughout the libraries of Europe 
and Turkey. Unlike the former manuscript however, there is no 
mystery about the person who commissioned this one # nor about 
the place to which it was to be endowed. 
The Qur'an is rather larger than the previous one ( 72 x 50cm 
as opposed to 50 x 370m) 9 and is copied in thirty a 
za' five lines 
to the page. Today its surviving parts are in Germany or Istanbul 
or Denmark in the following places : 
Karl Marx University Library, Leipsig. No XXXVII K1. Just 1 copied 
23 
706 / 1306-7. 
Topkapi Library Ne Fei 243. JJuzz: 7, oopied in 707 / 1307-8 and 
illumianted in Dhu'l-Hi jah 710 / April 1311. 
Library of Dresden Ms 444. Jus' 4. 
24 
Karl Marx University Library, Leipzig. Me XXXVII K 1. Just 10. 
TIEN No 339. Just 17. 
25 
Topkapi Libary We EH 245. Jam! 20. 
Topkapi Library Me ELI 234. Jux" 21. 
Royal Library, Copenhagen Me N 7. Jam!. 24. 
Library of Dresden Ms 444. Jus' 28. 
26 
Karl Marx University Library, Ms XXXVII K 1. Juz' 29. 
The two dated colophons in the manuscript give no scribe, merely : 
27 Copied by the poor slave , needy for Godgs nerdy , appiring (? ) 
for His generosity , in the City of Peace, BagM d lp in the year 
706 " tang God, praying for the Prophet of God etc... (Fig 7d) 
The circumstances of commissi, ning 
The manuscript W&e oomaissioned by Ghässn's successor 61jaytu (1304-16) 
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in 1306 .a fact made quite clear by the fine 
large certificates 
which are attatched to the front of several volumes which with 
slight variation from one to another read : 
This jusl, together with the ones before and after from the Beloved 
Book, was copied for the glorification of the Islamic Faith with the 
assistance of the Lord of Majesty and Honour, at the orders of 
the lord , the great sultan, shadow of Clod on earth, bringer of 
justice and security over the domain of trod, bringer of favour 
and beneficence for the servants of God , supported by the Compas- 
sionate One with the light of faith , 
Öljaytü_Q7&n Khudäbandah, 
Sultan Ghiyath al: Dunyä wa'l-DTn Muhan*d, paver of the road of 
civilisation , may god fulfill His bounty towards him , as He has 
chosen him and entrusted him with His people , which is the best 
thing He has, and may He make him achieve his ultimate hopes for 
happiness in the Two Abodes with the help of the chosen one Huh- 
28 
ammed and his house. (Fig 8) 
Shortly after Oljaytu ascended the Ilkbanid throne he began to 
build a mausoleum at Sultaniyyah ' the current oa$tal of the 
Mongol domain. It was for this edifau that the Qur'an was app- 
29 
arently destined. Work commenced in Muharram 705 / July 1305 , 
about a year before the Qur+an under disoussion was begun. 
After completion the manuscript was endowed to the mausolem 
as two wagfiyyahs . one in the Leipzig manuscript and another in 
Topkap) No BE 243, indicate s 
This juz' along with the remainder of its thirty parts was endowed 
, hoping for Divine victory I praised be He, on the Day of Judgement 
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when stands before Him, the lord, the greatest sultan, possessor 
of the subservience of nations, shadow of God on earth, envigorator 
of the principles of the Sunnah , object of 
the support of the Lord 
of the Two Worlds, attatched to the firn bond of God, sultan of 
sultans in the Two Worlds, succor of truth, the world and the faith, 
Ölj, ytü, -Sultän, Muhammad, may God make ascend the ladder of conquest 
the one who carries out His work* and make his happiness in the Two 
Worlds achieve its ultimate aspiration with the help of the Prophet 
the chosen one, Muhammad and his righteous house. Let it be placed 
in the shrine 9 in the doors of righteousness 9 which 
(the sultan) 
has founded at Sultaniyyah,, as a true V legal,, permanent and eternal 
endowment, on condition that it shall not be pawned nor inherited 
until God inherits the earth and those on it ' and he is the best 
of inheriters, 'If anyone changes the bequest after hearing its the 
guilt shall fall on those who melee the change for God knows and 
30 
hears all things' (Qur'an III 181). (Fig 9) 
Basing our calculations on the information given in the first and 
seventh ' volumes we can see that it took approximately one to 
one-and-a-half years to produce these seven parts. This sounds right 
because the script is a more elaborate variety than that in Qur'an 
A (Baghdad). If we assume that seven were completed in one year , 
this means that the Qur'an would have been copied out by around 
710,11310-11. This is before the consecration of the mausoleum in 
713 and before the death of the sultan in 1316. In the course of 
the Qur'an being copied , Oljaytu had undergone a number of spir- 
31 
itual transformations. In 709 he was converted to the Shicite 
form of Islam and decided to transfer the remains of the Imams 
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oAll and Al-Husayn from Iraq to Sultaniyyah. Towards the end of 
his life he returned to orthodoxy. The endowment of the Cur'an 
Quist date fron after that period since the wagfiyyab makes no 
mention of Öl jaytü's Shi0ism. 
The identity of-the calligrapher. 
As we have mentioned earlier the identity of the calligrapher is 
unknown. Whoever he was I his exceptional ability is apparent. The 
manuscript is copied in alternate lines of a monumental script 14.1 
that has the majesty of muhaqqaq coupled with the freedom and flu- 
idity of t_th. Each folio consists of three lines of gold 
script outlined (Ar. mushaý) in black with two lines of black 
outlined in gold intervening. Vocalisation follows the style of the 
script . The result of these efforts is perhaps the most wonderful 
example of monumental Qur'anic calligraphy in existence. 
In his 'Qur'anic Art of Calligraphy and Illumination', Lings 
3 
the only scholar to have attributed the script to a calligrapher, 
mentions Muhammad bin Aybak as the author of the script. This is 
presumably on the basis of the inscription by Ibn Aybak in volume 
seven where he mentions his work as an illuminator. This seems to 
us unlikely. The Qur'an was begun in 706 and at that time Muhammad 
bin Aybak was still involved with illuminating Qur'an A (Baghdad). 
The last inscription by him in that manuscript is dated 707 and 
the last inscription by Ibn al-Suhrawardt , in volume twenty-six, 
706. Thus Ibn Aybak cannot have completed the first Qur'an until 
708 at the earliest and probably not until later. If the second 
Qur'an was finished in or around 710 there is simply no way by 
which Ibn Aybak could have completed the first Qur'an 9 copied 
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out all of the second one and have illuminated all of the first 
seven volumes by Dhu'l-Hijjah 710. 
On the other hand it would have been quite possible for Ibn 
al-Suhrawardi to have done so. If he completed the copying of 
Qur'an A (Baghdad) by the autumn of 706 , he could have finish- 
ed the first volume of the second one by the and of 706. In 
view of the fact the Ibn al-Suhrawardi and Ibn kybak seem to have 
been together working as a team it seems peabible that having com- 
pleted the first Qur'an-, which if it were being made for Sultan 
Ghä, zen: would have to have been continued at the instructions of 
the new ruler Öljaytü, -went on to work on the next' manuscript for 
the latter. 
The illuminators signiature appears in tiny letters at the end 
of Topkapi Ms EH 243. It reads : 
Illuminated by Muhammad bin Aybak in the City of Peace in Dhu'2- 14.2 
HVij_h in the year 710 of the Hijrah 9 thanking God I praised be 
He. (Fig 7 e) 
It appears next to a second minute inscription by the calligrapher 14.3 
and is similar in wording to other inscriptions by him gives us no 
reason to doubt its authenticity. 
The frontispieces being larger than those in Qur'an A (Baghdad) 
are conceived on a more grandiose scale in this manuscript , which 
for the rest of this study we shall refer to as Qur'an B. i(Baghdad). 
There are two basic types pattern employed in the central areas 
of each double frontispiece. Both have a centrifugal emphasis. The 
first is in a square panel with thýý inscriptions above and below. 
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Two of these patterns (1 and 7) are simply one which has been 14.4-5 
slightly altered. The enlarging of the central star in volume 
7 and the bending of the sides of the crossed lozenge-shapes 
make the pattern of volume 1, though at first glance theyapp- 
ear to be quite different. The second type which we see j. n vol- 
umes 20 and 21 is a derivation of one used in Qur'an A (Baghdad) 14.6-7 
but more developed. It consists of a distinctive self-contained 
geometric composition with overlapping diamonds, circles and irr- 
egular figures. Such compositions appear frequently in Iranian 
work from this time onwards , though are rarely " if ever, used 
in Mamluke work. Although it may appear that this type of comp- 
ogition was the tnvonti. n of Muhammad bin Aybak's atelier, there 
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are Iranian and late thirteenth century Anatolian Seljuk examples 
which show some similarity. 
Interstices in all compositions are filled with palmettes, 
scrolls and gin the case volume 20 petal shapes around a can- 
tral bud. Around the square compositions are long panels with 
fine arabesque scrolls with polychrome leaves. These are a type 
that we have not seen before now. 
The colouring of some of these frontispieces appears lese succ- 
essful than that of Qur'an A (Baghdad) : large areas of rather 
monotonous browns have a glaring bright red in the centre. 
All compositions are surrounded by bands of gold strapwork 
and by chain-link edging. Borders tend to be more 'orthodox' 
than in the earlier manuscript , comprising alternating palm- 
ettes. The colour however, is identical and the same secondary 
pattern in chocolate brown runs through the palmettes. 
In all of these frontispieces we notice motifs and details 
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that do not occur in the earlier Qur'an. We detect too a slight 
coarsening of the workmaship. 
In this Qur'an both opening and closing pages of text are 
illuminated. Those at the beginning of the text follow closely 
14.8 
the opening pages of the earlier manuscript. The verses irre set 
on identically illuminated grounds while the panels above and 
below are composed in both of the ways refered to. There is at 
least one other type. In Jz' 7 there in a fine pointed hasp in 
14.9 
thecentre of the outer margins made up of a palmetto and arabesque 
scrolls. The inscription panels have single-lobed cartouches with 
"a quatrefoil at each end. The inscriptions themselves are in white 
thulth. 
The illuminated closing pages have huge inscriptions in thulth 
above and below the text. Sometimes the upper and lower inscrip- 14.1.0 
tions are in illuminated panels and the text is left blank ; at 
other times the entire page is given a scroll background. In all 
volumes the text of the Qur'an o: t the opening and closing pages 
is written entirely in gold, unlike the other pages where it is 
combined with black script. 
A detailed examination of the arabesque scrolls used as back- 
grounds to the text reveals several distinct types: 1) where leaves 14.11 
and blossoms are painted in clearly defined sections of gold, green 
and white (21) ; 2) a similar type but with several colours and 14.12 
a finer stem (7) ; 3) large , rather ungainly blossoms on wiry 14.13 
stems (1). 
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Aras are marked by rosettes which use a system of letters. 
Marginal ornaments are similar to those in the earlier manuscript 
except that the 0ashara medallion usually has a border of fine 
-88- 
'hairs'. Such medallions are quite common in Iranian Qur'ans , 14.14 
though they are not employed in the earlier Qur'an, Surah-heaii- 
ings are presented in almost exactly the same manner as in Qur'an 
A (Baghdad) I with the exception of 
the, title which is usually in 14.15 
-C 
riaa 
An appraisal of the style of Muhammad bin Aybak. 
We can trace the work of Muhammad bin Aybak on the basis of his 
signed examples from 1302 until 1311. If all of the aiz; t in Qur'an 
B. i (Baghdad) are by him - and we have no reason to think otherwise- 
he would have completed his task in 1315 or 16. Thus we have some 
fifteen years of the painter's ouvre at our disposal : more than 
any other Ilkhanid artist ; indeed more than any other fourteenth 
century Iraqi or Iranian painter. 
In the course of that time several changes occur. New elements 
are introduced such as the quatrefoils and wiry polychrome scrolls 
of the opening pages of illumination. There is a movement away 
from 
the regular geometric composition based on multi-pointed stars , 
with a decided centrifugal emphasis , to a much freer almost 
inde- 
pendent geometric composition. New details are introduced into the 
opening pages of text and into the marginal ornaments. The second 
Qur'an was a much more ambitious undertaking than the earlier one. 
It is larger - almost by half - and there is more illumination. 
But 
by and large it is less successful than the earlier manuscript which 
achieves an almost perfect calligraphic and thematic unity. 
It seems unlikely that Ibn Aybak worked without assistance. In 
both Qurvans we can see clear examples of parts that seem to he 
in different hands. What is very apparent however, is that Ihn 
Aybak , as master-illuminator kept 
tight control over the prod- 
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uction of the manuscripts. This implies a well-established painter 
with an organised workshop. It contrasts with the Baybars Qur'an 
in which there is no thematic unity batwwen the parts by Sandal 
and those by Ibn Mubadir and suggests thatin that instance we 
had two painters of virtually equal standing collaborating - 
though one may have had theoretical seniority. 
By and large 9 there is a surprising lack of change in the work 
of Ibn Aybak. He was possessed of a wide repertoire of decorative 
and compositional motifs and an exceptionally well-developed colour 
sense. He stands out as one of the most brilliant painters of the 
century. 
Was Ibn Aybak a product of Baghdad? We have no means of establi- 
shing this. But the probability is that he was. Nothing survives 
elsewhere from before or after the years 1302-15 th&t we can 
attribute to him. We must assume that his other work perished 
or remains to be discovered. If he were well-established in 1302 
then we can presume that he had been working in Baghdad for at 
least ten years. It is curious therefore that none of the work 
attributed to Baghdad in the last two decades of the thirteenth 
century gives even the barest hint of illumination comparable to 
his. 
In the course of this study we have examined the following 'Yäqüt' 
Qur'ans, which if authentic and illuminated contemporaneously , show 
the type of illumination prevalent in Bagidad from 1280 to 1300: 
1. Ex-Sotheby Ms (14.7.76. lot 234) dated 681/1282 
36 
2. Iran-Bastan Museum Ms 4777 dated 685/128637 
3. Bibliotheque Nationale TMs Arabs 6716 dated 688/128938 
39 
4. Topkapi Library Ms vH 74 dated 693/1294 
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Of these only the first and the last show any illumination 
which could be considered above average, though neither compare 
in magnificence with the work of Ibn Aybak, 
2. Mosul : The Qur'an of 61 jaytu. 
In 706 ' the same year as Sultan 6ljaytü commissioned Qur'an B. i 
(Baghdad) he ordered another from an outstanding calligrapher of' 
Mosul , whose work we know only from the Qurvan which he produced. 
This manuscript 9 which for the remainder of this study we shall 
call Qur'an B. ii (Mosul) was probably commissioned by the Ilkhan 
for his mausoleum like the contemporary Baghdad one. 
This manuscript , as outstanding in its own way , as the two 
Baghdad Qur'ans has, like them been dispersed though many collec- 
tions. The extant parts that we have been able to trace are as 
follows: 
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TIEM Ms 540. Juz' 2, dated 706 / 1306-7. 
Bayazit Library, Amasya Ms K 1052. J__ 4, dated 706 / 1306-7. 
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Chester Beatty Library No 1613. Part ofJue' 6. 
TIEM No 539. J__ 10 , dated 706 / 1306-7 
Topkapi Library No EH 232. Juz' 15 , dated 706 
/ 1306 -7. 
TIM No 541. Juz_ 16 dated Rabic I 710 / July 1310. 
Süleymaniye Library Ms Haci Selim Aga K 22. JJuzl 20. 
TIEM Ms 540. Jam: 21 9 dated Ra jb 710 
/ November 1310, 
Süleymaniye Library Ms Haci Selim Aga K 22. J_ 22. 
British Library Ms Or 4945. Jul 25 ' dated Shams 
cbän 710 / December 
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1310. 
C 43 Shah Nimaatallah Library, Kirin No (? ). Juz' 28, dated 710,1311. 
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The circumstances of commissioning. 
The circumstances of commissioning are maule clear in certificates 
appended to the beginning of each duz, which read 
The copying of this Noble Portion (Ar. rabCah) was ordered, seeking 
the favour of God , by our lord the sultan, the greatest, Ilkhan 
, the exalted subjector of nations 9 
sultan of the Arab and non- 
Arab sultans , king of the kings of the world, shadow of God on 
earth and His caliph over His subjects and domain, manifester of 
the eternal truth by proof and example , Ghtyath al-Dunyi wall-Dirn 
Ol jaytu-Sultan, Muhammad bin al-Suit n al-. Sac9d Arghün Khän bin 
al-Sultan a1= Abägä Khan bin Hülakü (Hüleg. i) Khan bin Tüll 
(Tolui) Khan bin Jinkiz (Jengiz) Khan , may God preserve his king- 
dom for ever against the swings of fate and make it victorious unto 
the Day of Judgement , at the hands of his ministers , the greatest 
ones, the sultans of ministers of the world, regulators of his 
etrernal kingdom , Khwä.. jah Rashid al. -Hagq wa' l-LZn and Khwä jah 
Sacd al-Hac wall-Lin. (Fig 10)44 
The two ministers mentioned at the end are, of course the famous 
Rashid al-Din 9 historian and statesman and his co-partner in the 
Ilkhanid vizirate Sa0d al-Din Sävaji who were ruling jointly at 
this time. Such was their prominence at this time , we must assume, 
that they are mentioned along with the sultan. This is one of the 
few examples of this kind of association in a certificate of comm- 
issioning. There is no reason to believe that the two were in any 
way responsible for the commissioning of the manuscript. 
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The work of the calligrapher and artist. 
a) The calligrapher : 
CAli bin Muhammad al-Husayni. The calligrapher 
was probably a well-known person in Mosul where the manuscript was 
copied , although all efforts to find any reference to him have 
met without success, We know nothing about him except for the 
a 
fact that he produced this Qur'an for OljaytU and must therefore 
have been held in high regard as a calligrapher and that he was , 
or claimed to be 'a lineal descendent of the CaliphcAli bin Abt 
Tälib. This latter is made clear by several elaborate colophons 
in which ' like Shädhi bin Muhammad the Ayyubid, he proudly in- 
corporates his full genealogy. The oolophons at the end of oertain 
volumes give his full name as : 
°Ali bin Muhammad bin Zayd bin Muhammad bin Zayd bin Muhammad bin 
Ahmad bin Mubamad bin Muhammad bin 0Ubayda11 h bin °A1t bin 
ýTJbayalläh bin 0 A1i bin °Ubayda11äh bin al-Husryn bin 0 A1i bin 
al-Husayn bin 
cAli bin AbT Ta1ib. ; 
according to which he must have been a seventeenth grandson of the 
fourth Caliph. The choice of this man seems unconnected with Oljaytu's 
temporary espeupal of Shioism ' since his Shicite phase did not 
begin until 709 ' when the Mosul Qur'an was almost oomplete. 
The text of the Qur'an is copied out in thirty parts 'each one 
measuring 57 x 40cm , five lines of script per page. It is in 15.1 
magnificent gold muhaqqaq superbly proportioned ' with vowels in 
black. The same colour is used to surround each letter of the text. 
The colophons 9 all of which are dated ' indicate that the call- 
igrapher was a particularly fast worker. He completed half the man- 
uscript in one year 9 which means that he must have been able to 
copy out a single juuz, in less than a month ' almost twice as 
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fast as Ibn al-Suhrawardl. It seems surprising but not impossible. 
What does seem strange is that the manuscript instead of being 
completed at the end of 707 , was not finished until 711. The 
explanation is found in volume 15 in tk}e Topkapi Library and 
the following one in the TIEM. There is a gap of oeveral'years 
between the completion of part 15 , probably in the last month 
of 706 / June 1307 and resumption of work in Riblc I 'P10/July 
1310. How can we explain this gap ? The first reaction is that 
the calligrapher was called away to another commission. But this 
seems impossible. What could have taken precedence over a demand 
from the 'sultan of sultans, S Could the first fifteen parts 
have been handed over to the painter ? If so what was to atop 
the calligrapher from continuing the manuscript until completion 
immediately ? In our opinion the only possible explanation is 
that the calligrapher , although he does not mention it ' was 
also the illuminator and decided to copy out the first fifteen 
parts and then illuminate them , before continuing to copy out 
and illuminate the second half. This would mean that the Qur'an 
would have been finished in 1313. 
p) The illumj ation: This manuscript contains the simplest illumin- 
ation of all three IragitQur'ans. Fach jahh is marked by a melall- 
ion bearing the word Pie in kufic ' but there are no medallions 
in the text to mark the passage of each fifth and tenth verse as 
is usually the case. 
Of the six frontispi. ces that we have been able to examine in 
the course of our researches , all except one consist of rectang- 
ular areas of repeat block-pattern and none have panels bearing 
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inscriptions. Two of the designs are identical : those in Juz' 2 15.2 
and Juzl 15 are made up of eight star-polygons on each half of 
the double frontispiece with interconnecting arms that in turn 
form smaller star-polygons. In the centre of the larger ones 
are circles with buds pointing inwards which join up with larger 15.3 
leaves in the arms of the polygons. This type of secondary move- 
ment under the main trellis is characteristic of the work in the 
manuscript. In the frontispiece of Juz' 16 almost all the fillers 
in the interstices link up under the main trellis. This latter 15.4 
is composed of six-pointed star-shapes with striaght and semi- 
circular arms , separated by triangles with scalloped sides. This 15.5 
is a splendid example of 'infinite pattern' : it has no true 
centre and works on various levels with an exceptionally large 
number of optical possibilities. The colour-scheme is simple 
and unobtrusive. 
Perhaps the best known of these frontispieces is the one in 15.6 
Juz' 25 in the British Museum, It has been expertly analysed 
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by Lingo and Safadi and needs little comment except the following: 
There is 4ninteresting colour-change from one half to the other: 
On the right-hand side page the blue hexagons are outlined in red; 
on the opposite page the red hexagons are outlined in blue. On 
each side a little extra touch has been given to the central 
hexagon so that it stands out slightly. One point that the authors 
of the Qur'an Exhibition catalogue do not comment upon is an 
apparent error. On the right-hand half the border of gold strap- 
work is three links deep in its widest parts 9 on the opposite 
side only two links deep, This change was due to a recalculation 
of the geometry since on the right-hand side it is evident that 
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there was a mistake in the initial drawing which left an, awkward 
area at the top and bottom. The artist filled these in with motifs 
that bear no relation to the rest of the pattern. 
In Juz' 16 the pattern consists of three'rows of eight-lobed 15.7 
medallions on each half. These contain gold stars , the points of 
which become blossoms filling the lobes. The grounds of these 
medallions are alternatively red and blue and are surrounded by 
a curious border of either dark and light-blue triangles " or 
else similar ones in red. 
The central medallion in contrast to the others contains a 
gold star-polygon , the points of which become elaborate leaves 
and palmettes. All medallions are surrounded by a band of scroll- 
work that loops under and over each one. 
In total contrast , the frontispiece of Jus! 10, consists of a 15.8 
central star-polygon surrounded by multiple stars-of-david t one 
at the end of each arm. All of this fits into an oval which touches 
the vertical sides of the surrounding rectangle. At the top and 
bottom the remaining space is filled up with ovals bearing fleurs- 
de-lis at their ends. The corners of the rectangle are crossed 
and the resulting areas contain palmettos. The central circle 
lies on a bed of interlinking swastika-shapes. 
All of these panels are surrounded by gold strapwork but in 
no case are there outer borders,;, as we- find in the two Baghdad 
manuscripts. 
The opening pages of text are of a simple type. Above and below 15.9 
are panels bearing inscriptions in white thulth over gold arabesque 
scrolls. These are contained in a cartouche which usually has circle, 
star-tile or other simple device at the end. These and the main panel 
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are surrounded by thick bands of a simple type of gold strapwork. 
Strapwork is also prominent on the surah"headings where the titles 15.10 
written in a manner similar to those on the opening pages of 
text, have borders made up of it. Simple pointed medallions are 
used at the end of pa4ble , on the opening pages and throughout 
the text at the ends of the surah headings. 
The final pages of these volumes are not illuminated I though 
often have a little mim: which contains the colophon. At the 15.11 
beginning of each however 9 the certificate of commissioning is 
quite elaborately done . also in the form of a mihrab sgrmounted 
15.12 
by a palmette border. Colour in the opening page ' and indeed 
throughout the manuscript is virtually confined to the three 
primary colours 9 plus green and gold. 
An appraisal of the style of CAll bin Muhammad al-Husavnl. 
Muhammad al-Husayni was an adequate but by no means outstanding 
painter. There can have been little call for sumptuosly illuminated 
manuscripts in Mosul since its hey-day undertl. he short lived dynasty 
of Badr al-Din LuOluW. From then Mosul had been a provincial town. 
It is quite surprising that a manuscript could still be illuminated 
as well as this Qur'an at the beginning of the fourteenth century. 
The repertoire of the artist was not great as we can see by his 
extensive use of simple gold strapwork 0 the repetition of compositions 
and the concentration on repeat block pattern. Where the painter 
does try something a little more adventurous 0 we get the feeling 
that he wasnnot quite sure of himself. He is quite capable of making 
errors as we have seen. 
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The relationship between Mamluke and Ilkbanid t ur'ans in this 
period, ie. 1301-1316 
In the few studies that have dealt with Mamluke and Ilkhanid Qur'ans 
at the beginning of the fourteenth century the question of the conn- 
ections between the two groups of manuscripts has always'been refer- 
ad to. That Ilkhanid illumination exerted some'influence has never 
been doubted 9 though the precise nature of the influence has yet 
to be stated in detail. J. N. Rogers rho has been the most perceptive 
on the whole question of artistic relations between the Ilkhanids 
and the Mamlukes confines his remarks to VW 1313 Qur'an of dljaytü 
which was in Cairo by 1326 and merely tells us :' it is of funda- 
mental importance, leading to the illustration of a monumental series 
of Qur'ans. ' For art historians the Oljaytu Qur'an seems to shine 
like a beacon. From the date of its appearance in Cairo Ilkhanid 
influence on manuscript illumination becomes almost an article of 
faith. 
It is our belief 9 and we shall show 9 that the effect of the 
Oljaytu Qur'an has been greatly over-exagerrated. However, the 
question of Ilkhanid influence is not in dispute , providing that 
we take this to mean the influence of the oentres of manuscript 
illumination in Iraq - Baghdad and possibly Mosul, This influence 
however occurs at least tw`o_ decades before the appearance of the 
Oljaytu Qur'an in Cairo and is the result of Iraqi-trained crafts- 
men rather than the copying of manuscripts produced in Ilkhanid 
territory. 
In discussing the work of Muhammad bin Mubadir we have noted on 
several occasions that both his compositional structures and details 
stand apart from the work of hic Cairo contemporaries. The following 
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features have been remarked upon: 
1. His use of rectangular blocks of repeat-pattern 
2. The prominence of certain geometric figures like hexagons and 
octagons. 
3. The use of borders all the way around each half of a double 
frontispiece instead of leaving the inner sides blank. 
4. Unusual compositions. 
1. Although repeat block-pe, ttern does not occur in the surviving 
work of Ibn Aybak it is found extensively in the Qur'an executed 
in Mosul by GA1! al-Husayni. One of his compositions (J z' 16) 15.5 
is quite close to the frontispieces of volumes 4 and 6 in the 1.9-10 
Baybars Qur'an and employs star-shapes of the same type. 
2. While hexagons and octagons are not common in the Baghdad and 
Mosul Qurlans they are quite common in Ilkhanid work. There are 
several examples in the 1313 Hamadan Qurfan and in the Qur'an 
signed by Ibn al-Suhrawardi in the Cheater Beatty Library, dated 
1301 which if genuine must be from Baghdad 
3. The complete encircling of each half of a double frontispiece 
by a border is entirely characteristic of the work of Ibn Aybak 
and occurs in all his known works. On the other hand there are 
no examples in Mamluke Qur'ans apart from the frontispieces 
illuminated by Ibn Mubadir. 
4. Among the Compositions used by Ibn Mubädir one in particular 1.11 
stands out. This is that found in volume two which consists of 
a piece of startile-and-cross which has been 'exploded' and 
has hexagons inserted into the crosses and a larger hexagon 
embeded in the centre of the composition. In the frontispiece 
of Juz' 26 of Qur'an A (Baghdad) the central panel is so 
13.5 
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strikingly similar that it is impossible not to see a connection. 
lihile it is true that the underlying pattern - star-tile-and- cross- 
was known in Cairo before the production of the Baybars Qurlan, 
the exploding' of the composition and the insertion of hexagons 
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is an unusual and novel idea. In all of the Qur'ans and 
'related 
manuscripts that we have examined for this study we have oome 
across noother examples apart from those two. In view of the 
other links with Baghdad and Mosul manuscripts , and in view of 
the fact that so much in the. work of Ibn Mubädi, r seem foreign 
to Cairo, we are very much inclined to the view that Ibn Mubädir 
was an Iraqi-trained artist who had come to Cairo , perhaps after 
a period in Syria, to work for Baybars. 
There are a number of other links that we oan briefly point 
to suggesting connections at this stage between Iraq and the 
Mamluke sultanate. 
In the Chester Beatty Library is a large single-volume Qur'an 
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(Ms 1455) " On each page there are three lines of gold anuhaqgaq 
separated by fourteen lines of naskh. This method of presentation 
is unknown in Mamluke Qur'ans but does occur in the 1301 Qur'an 
attributed to Ibn al-SuhrawardT. Marginal ornaments are for the 
most part in pink and blue 0 somewhat reminiscent of Ibn Aybak's 
colour scemes , while the large double certificate of commiss- 
coning is decorated in exactly the same manner as Qur'an B. ii 
(Mosul). The wording of the certificate is damaged and although 
it appears that the monarch who commissioned the manuscript may 
have been Oljaytu it does include the phrase : 
näsiT r al-duny7a watl-din 
[a1_ma1i 
alnasir 
which rather suggests Al-Näsir Muhammad. In addition , there is a 
16.1 
16.2 
4 
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distinctive and rather unusual double frontispiece ' the exact 16,3 
equivalent of which is found in a manuscript in the National 
Library, Cairo. This latter (14s 507) was endowed to the Madam 16.4 
al-Hanafiyyah by its'fbunder Mahatd bin Zengi in 562 /1167. One 
may speculate whether this Qur'an may not have been made, in Syria 
for Al-N sir Muhammad by an Iraqi calligrapher/painter. 
The second manuscript raises a whole host of questions that we 
can not answer here. One of thetYaqütt Qur'ans , that sold in 
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Sotheby's in 1976, is illuminated throughout with tear-drop' crab- 17.1 
esque scrolls that never occur in early fourteenth century manuscr- 
ipts of unquestionable Iraqi provenance. The design of the frontis- 17.2 
piece trellis also occurs in a later Egyptian manuscript (anlas far 5.9 
as we know , nowhere else). The gold alternating palmetto border 17.3 
decorated with 'tear-drop' motifs is identical to those found in 
the work of Sandal. 
We can interpret this information in various ways. The style 
of decoration that we associate so readily with Sandal may have 
originated LR $bd, &d at the end of the thirteenth century. We 
can discount this. If it were so there would. be at least some 
echo of it - however slight - in later Baghdadi work. But there 
is none , while there there are examples of it in F yptian Coptic 
5Q 
manuscripts at the end of the thirteenth century. The entire 
manuscript may be a Mamluke facsimile ' copied from an original 
- or presumed original-Yäqüt Qur'an in Cairo and illuminated in 
the prevailing Mamluke manner. If so it is the only one we know 
of. Nevertheless the possibility cannot be ruled out. The third 
possibility is the one that seems the most likely to us. It was 
customary whenever a patron who could afford it obtained a tynigu-to 
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Qur'an ' or similar manuscript by one of the ' 
#ý', to embellish 
it, redecorate it, or decorate it for the first time as there seem 
to have been ýiqurlans around which were undecorated reputedly , or 
actually 9 by the great master. Indeed if he were producing them 
at the rate with which tradition credits him5, the majority of 
of those initially in circulation must have been undecorated. The 
ex-Sotheby manuscript is probably one of those which came to Cairo 
in the early years of the fourteenth century and was decorated by 
a member of the Sandal workshop. In later times this decoration 
was embellished by an Ottoman painter who illuminated the margins. 
Surmnar . 
During the years 1301 to 1316 Ilkhanid-controlled Baghdad and Mosul 
r the appearance of a series of monumental Qur'ans ' which in terms 
of size , format and sheer splendour, appear to mark a new departure 
in manuscript production. As far as we can tell there was nothing 
to compare with them before the beginning of the fourteenth century. 
These Qur'ane are associated with Sultan 0ljaytu (1304-16), !, uil- 
der of one of the finest funeral edif@ee. of Islam. His tomb at 
sultaniyyah (1305 - 13) is rightly regarded as one of the most perf- 
ect examples of Iranian architecture. It was to this spot that one 
of the Qur'ans ' B. i (Baghdad) was endowed :a fact that we know 
for certain thanks to w gfiyýahs appearing in two of the surviving 
ajzä_. It seems probable that both Qur'an B. ii (Mosul)''and the 1111 
Hamadan Qur'an 9 which was begun about the same time, were al*o 
destined for the royal mausoleum. It was the practise for the foun- 
ders of mausolea to endow numbers of Qur'ans to libraries attatchei 
to their tombs. In his will the famous Rashid al-Din gives details 
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of many Qur'ans deposited at his tomb in the Rabc-i Rashidi.. "'4e can 
be sure that Oljaytu did the same, though Qur'an B. i (Baghdad) is 
the only proof we have of that. 
A similar Qur'an ,A 
(Baghdad) 
, although often associated with 
Oljaytu was actually begun several years before that monarch succeed- 
ed his brother ; häz; n. It is not impossible that the manuscript was 
made for Oljaytu but seems to us more likely that the commissioner 
would have been G haz n, whose own mausoleum was being built at the 
same time. This assumes that the manuscript was continued after the 
latte? s death. As far as we can tell it was the practise to pay in 
advance for work of this type. 
The three manuscripts furnish useful information on the length 
of time taken to copy out and illuminate them I indicating that it 
involved around eight years from start to finish. 
Qur'an A (Baghdad) is one of the few surviving manuscripts in 
the hand of Ibn al-Suhrawardi and part of that tiny group of genuine 
examples of work by the pupils of Yägnt. About Ibn al-SuhrawardT 
and; his colleagues we know little. In all probability the lives 
of these men were uneventful, with little for historians to record. 
Unlike the Syrian Ibn al-Wehid , whose 'seamy side' is recounted 
with relish by the Mamluke biogr4phers 9 t'hs lives of six great 
masters of Iraq and Iran are passed over in silence. Almost nothing 
worthy of mention is recorded by the numerous historians of calligr- 
aphy. 
We know even less about the master illuminator Muhammad bin Aybak 
despite the fact that we can trace his work in Baghdad over a period 
of fifteen years. Apart from the two qurfans which he illuminated 
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we have no other example of his work , although he must have been 
the leading illuminator of Baghdad in his day. 
The three Qur'ans are by no means the only ones from Iraq and 
Iran at this time. There are several others , both multiple and 
single-volume copies. But , for the most part , these are isolated 
examples and give little information beyond a name , date and an 
example of calligraphy and illumination styliaticf4ly 'out of con- 
text'. We shall be examining the more important of these. 
Links between Cairo and Iraq at this time-are interesting , and 
we shall have more to say about this matter in Chapter 3. Despite 
the hostility between the Mongol and Mamluke empires there was 
considerable commercial exchange. We have little information on 
the movement of craftsmen but we have ample evidence that this 
did occur , from East to West at least. It seems to us quite 
probable that one of the painters involved in the Qur'an being 
illuminated for the emir Baybars in Cairo 9 was of Iraqi origin. 
Much of his work in that manuscript and elsewhere finds a close 
parallel in the Qur'ans produced in Mosul and Baghdad. Coupled to 
that is the fact that his work seems to stand rather apart from 
the mainstream of manuscript illumination in Cairo at this time 
(1304 -10). Not only craftsmen came to Cairo from Iraq: it seems 
most likely that manuscripts were also brought or sent. The 
'Yäqut' Qur'an of 1282 is illuminated for the most part in the 
reccgnisable style of Sandal , the famous Cairo painter. It 
seems probable that this manuscript appeared in Cairo unpainted 
and was illuminated by the Egyptian master or a member of his 
group, around 1300 - 1310. 
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The Baybars Qur'an stands out among Mamluke manuscripts at the 
beginning of the fourteenth century because of its size, multi-part 
format , monumental script and fine illumination. This manuscript 
seems to have been in some way an 'echo' of what was being done in 
Baghdad almost simultaneously. Why Baybars decided to assemble a 
a rather disparate team of craftsmen to produce a manuscript of 
this type at this time is a very interesting question. It may per- 
haps be connected with the fact that the manuscript was destined 
for a sufi khan ng h' only the second ever to be founded in Cairo. 
Sufis were well-known for their interest in calligraphy. Ibn al- 
Suhrawardi was himself the grandson of a great sufi master. Could 
the idea of a Qur'an of this type been suggested to Beybars by 
someone familiar with the Qur'ans being produced in Baghdad : one 
of the future inhabitants of the khaa"nn 'ah perhaps ? 
Chapter Three : Iran in the same period. 
-105- 
From the years 1300 to 1316 a number of single and multiple-volume 
copies of the Qurtan survive which can be attributed, without question, 
to various cites in Iran. These manuscripts are of two distinct types. 
First 0 the 'royal' Qur'ans : large-format 0 multiple-volume copies , 
beautifully written and sumptuous. y illuminated produced for the 
sultan or members of his immediate circle. Secondly, single or 
multiple-volume manuscripts , none of which bears the name of a pat- 
ron. The quality of this second group ranges from mediocre to excell- 
ent 
l 
In this chapter we would like to deal with the manuscripts which 
form the first group. This is made up of two Qur'ans ; the first copied 
for Oljaytü in Hamadan , and the second for the vizir Rashid al-Din 
almost certainly in the Rab0-i Rashidi at Tabriz. Both are in the gen- 
eral tradition or the earlier A and B. i (Baghdad) and B. ii (Mosul) man- 
uscripts ' though the links between those and the latter are oloser 
than the links existing between the Iraqi and Hamadan Qur'ans. The 
Hamadan manuscript is undoubtedly the best-known of all Ilkhanid Qurvans 
and is the final manuscript known to hab'8 been commissioned by Oljaytu. 
For the remainder of this survey we shall refer to it as B. iii (Hama- 
dan) ' while the Rashid al-Din Qurtan we shall designate C (Tabriz). 
.. 2 1. Hamadan : the Qur' an of 01 paytu. 
The city of Hamadan or Ha. madhan was one of the main centres o° the 
province of Jibal and lay immediately south of Sultaniyyah. Tt was 
a thriving town until devasted by the Mongol invasion in the second 
decade of the thirteenth century. By the beginning of the following 
one it had recovered and is described by Mustawfi as a city some 
3 
two leagues across. It was here that the famous ßashrd al-Din was 
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born. 
Althoa;; h we know Iit'.. le the production o! ' mvji suripts 
in 
T3am. 3dan , there is -3 welt-known jurlan , now 
in Philarielphia, whose 
cold j bon staters that ii. u:, ts opted in 1iarn tan in the year 1164. 
The (urtan produced there for Oljaytu in the first twd decades of 
the fourteenth century is unique in that it is the only one of the 
five 'royal' Ilkhanid Qur'ans to have survived intact. Sometime soon 
after its completion it was sent, or taken, to Cairo where it became 
the property of a Mamluke emir. Thanks to this it survived the chaos 
and destruction which occurred in Iran at the final collapse of the 
Ilkanids and the subsequent invasion of Timur later in the fourteenth 
century. In the nineteenth century it was deposited in the Khedival 
Library and is now in the National Library , Cairo where it is num- 
bered Ms 72. 
It was extensively studied in the bcposition Persane of 1931 in 
Cairo, when its inscriptions were: published and discussed. It has 
been exhibited several times in part sinne then ' most recently in 
1976 at the World of Islam Festival in London. 
The mere fact of its having survived the destruction of the Qur"ans 
produced in Baghdad and Mosul. sor endowed to the ill-chosen Tlkhanid 
capital of Sultaniyyah ' wo. ild alone ensure the manuscript an important 
place in history. But in addition. an unusually significant role is 
attributed by many scholars to this manuscript after its appearance 
in Cairo around 1326.5 
Much of the discussion around this manuscript has dealt with the 
text of the wagfi ah or speculation on the route by which it came 
into the possession of its later Mainluke owner. Little has been said 
of the manuscript as a work of art ' nor has its real or supposed 
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effect on contemporary Mamluke Qur'ans been properly evaluated. Never- 
theless, it is the only Ilkhanid Qurlan whose existence in Cairo 9ur- 
ing the first half of the fourteenth century is attested by historical 
documentation. 
6 
At the end of each jass in the manuscript there appear to have been 
a roundel bearing a colophon which was overpainted probably when the 
Qur'an was brought to Cairo. Only the colophon on the final part is 
7 
now visible, but this makes clear -beyond any doubt-that the copying 18.1 
and illumination took place in Hamadan during the reign of Oljaytu and 
that the calligrapher , evidently a native of Hamadan, was also the 
illuminator. 
The circumstances of commissioning. 
The manuscript was commissioned by the Ilkhanid sultan : of that there 
can be little doubt. At the end of most parts, and occasionally in other 
areas, are elaborate inscriptions which comprise the certificates of 
commissioning. These vary somewhat from one du' to another. The fully 
edited version of this text , published by Wiet in 1931 reads as foll- 
owes8 
Thanks be to God, illuminator of the hearts of the World by the shining 
lights of the Qur"an , decorator of the affairs of the Two Worlds by 
the essence of the secrets of the iurtan, enlightener of the breasts 
of the knowledgeable by the truths of the manifestation of the Qur'an, 
loosener of the tongues of the pious by the finesse of reciting the 
Qurtan. We bear witness that there is no god but God :a witness that 
corroborates the Qurfan, that Muhammad is His beloved . His servant 
and His messenger 9 who has received the surahs, bahr and portions 
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of the Qur'an. May the praise of God be upon him and upon-his pure 
house, extractors of the pearls of truth from the depths of the 
Qur'an. To incurr the favour of God , the writing down of His 
highest and august 'lord has been ordered by the greatest sultan 
lord of the destinies of nations, sultan of the sultans of the 
World, illumin ed by the light of God, illuminator of the secrets 
of God, glorify and magnify Him, enlivener of the rules of the 
Su nah and obligation , shadow of God on Earth , Ghiyath al-Dunyä 
wall-Din , aid of Islam and succour of the muslims, establisher of 
the unbreakable bond with God,, bringer of justice to the oppressed, 
master of land and sea 
r 
Al-Malik al-Näsii] Muhammad , the most- 
favoured by God, the Majestic, the 'Eternal. May God prolong his 
kingdom and make the face of the Earth his domain under the law 
of the Prophet and his pure house and companions and the law of 
the Prophets and Messengers and well-prepared and rightly-guided 
imams ' the saints and. asetics. 
(Fig. 11) 
As the last! of the manuscript bears the date 713 / 1313 the 
commissioner must have been 
Öljaytü even though that name is not 
mentioned. The title of'al-malik al-näsir' 9 given here is odd in 
so far as this was the throne-name of the regnant Mamluke sultan 
Muhammad bin Qaläuns a point which has given rise to the improbable 
speculation that the manuscript might have been made for him by an 
9 
Iranian. In several of the inscriptions it appears quite unmistakable 
that this part of the text has been tampered with , replacing the 
words p' 01 jaytu-ultän' or perhaps ' 
Ol jaytu-Khudäbandah$ 
.0 
We shall IV-1ve 
more to say on this when dealing with the later history of the man- 18.2 
" 
uscript in Cairo. 
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It has been pointed out that there is an contrast between this man- 
uscript and Qur'an B. ii (Mosul). The certificate of commissioning, 
in the latter seems to emphasise the Mongol and generally anti-Islamic 
ancestors of Oljaytu)while that in the Hamadan manuscript appears to 
draw attention to the sultan's Shi0ite affiliations. These however, 
are not quite so prominent as one is sometimes led to believe. The 
S1 kite prayer often refered to occurs once only , in Just 28 , 
though the'rightly-guided and well-prepared Imams'are refered to at 
the end of each certificate. However, all of the Qur'ans -B. i, ii and 
iii-date from the sultan's Shicite phase , 1309-15- 
As far as the destination of the manuscript is concerned, we would 
suggest once again ' that it was most probably commissioned for the 
tomb being built at Sultaniyyah. We know that both Me B. i (Baghdad) 
and B. ii (Mosul) were begun in the same year of 1306 , shortly after 
work on the tomb commenced. If the calligrapher/illuminator of the 
Hamadan manuscript worked as quickly as the producer of the Mosul 
Qur'an then it would have taken him two years to copy it and six to 
illuminate it, The colophon on the final part must have been written 
after the illumination was complete since it records the termination 
of the work is., katgbahu wa dhahhabahu. We would suggest that the 
calligrapher Al-WamadhetnI wrote out eaoh part 9 taking approximately 
two years to complete his task. He then began the work of illumina- 
tion and as he finished inserted the colophon recording the completion 
of each part ' the final thirtieth section being completed in Sept- 
ember 1313. Although the colophons are obliterrated there is an insc- 
ription in Juz' 23 stating that it was completed in 1313. Thus he 
would have illustrated around eight parts each year ' meaning that 
he began probably at the end of 1306 and took seven years to finish 
his task . If the Hamadan Curran was begun ' as were the other 
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two)in 1306 and is of an overall general type ' then it would 
seem to us that it and the others were all ordered for the 
same purpose : endowment to the mausoleum of the sultan. He was 
creating what was going to be the finest tomb ever built and wished 
to furnish it with the most wonderful Qur'ans that he could obtain , 
ordering them from the. leadingcalligraphers and illuminators in 
various parts of the empire. Thisiin our opinion. is the simplest 
explanation for the creation of these three outstanding Qur"ans 
at approximately the same time in the life of Öljaytü. 
The work of the oalligrapher/artist 
CAbdaliah bin Muhammad al- Ham- 
adhani. 
a) The calligrapiy. About the calligrapher 'whose full name is given 
as 
°Abdalläah hin Muhammad hin Mahn d al-Hamadhäni , we know nothing 
other than the fact that he was an outstanding artist and a native 
of Hamadan. This much information is given in the colophons : 18.1 
This Qur'an was written and illuminated in conformity with the order 
by the one who propagandises for His kingdom from the bottom of his 
heart, with complete sincerity, who aspires for the indulgence of the 
Eternal, the meanest of His slaves 
aAbdalläh bin Muhammad bin Nahmild 
a 40 
a1-Hamadh7ani , may Cod forgive him, in Jumadi I 713/September 1313 of 
the Hijrah of the Prophet , blessings be upon him, in the Abode of 
Orthodoxy Hamadan, God protect it from harm. (Fig. 12a) 
To have been asked to produce a 4ur'an for the sultan must indicate 
that-he was a calli. Trapper and artist of considerable standing. As 
the man in question was a native of the city of Hamadan and prod iced 
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the manuscript there ' this indicates a well-established atelier 
with the capacity to turn ozt high-quality manuscripts. We know 
little about whatever tradition may have existed in liamarian, laut 
we can say that in a great many respects the tradition to which 
cAbdalläh al-Hawmdhäni belonged - as evidenced by his surviving 
work - was very different from that found in the West of Iran and 
Iraq. 
The script is an exceptionally fine gold thu1_ th r! " outlined 18.3 
in black with blue vocalisation and the occasional use of red lett- 
ers to assist in correct reading. The only orthographic perculiarity 
is the placing of three gold dots under the sin . Sometimes these 
are in blue. Each page ; ueaa Tres 56 x 410m with five lines of script 
on all except the first. A definite attempt has been made to see that 
lines finish at exactly the same point where ever possible. Unlike 
most rur'ans -ßät are not marked: only the tiny red letters indi- 
cate a halt or pause. These factors give the text the feeling of 
f lowing along in unencumbered lines. What is even more unusual at 
this time is the surrounding of each line by a blue rectangle 
as if it were a surah-heading. These are then surrounded in turn 
by a gold border and the outer edge by a further blue line. This 
appears to be one of the earliest examples of this technique which 
became so popular in Timurid Iran. lvery page is organised in exactly 
the sane manner 9 giving the whole Qur'an an exceptional sense of 
unity. Surah-headings are in thulth in rectangles identical to those 18.4 
used for the lines of text. The decoration of these is usually kept 
iuite simple. This is also true of the ornaments at the ends of 
the headings and the marginal ornamsnts indicating the passage of 
each fifth and tenth verse, 
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The whole ethos of this manuscript is quite different from 
4es 'fox example, wherein eaoh page the two earlier Baghdadi; 0 
with its elaborately-conceived illumination is thought of 
almost as a 'virtuoso performances ' every one more ppeotaoular 
than the last. 
The ýoript of this Qujr'sin is one, of the earliest examines 
of a moiumental r hän a ; type which became increasingly pop- 
ular in the next oenturM under the Tý marids. It is not to be 
confused with the delica1te rabhBn-da ct favoured by the ' Yaaqut' 
Qur'ans I and is larger , 
Iýth 
more off the quality of thulth than 
the excýllent rayhn usjad in the Qur*ans of the 1320's and 30's 
13 
associated with the name' of Arghun al. -I{, mili. It is of some inter- 
eat , and perhaps not without significance 0 that each of the 
Qur'ansicommissioned by 
)1, 
jaytu should be in a different monumental 
script s B. i (Baghdad) i'0 t_huith , B. 1i 
(Mosul) in mab gqaq and 
B. iii ($amadan) in rayheln - almost as if deliberately specified. 
b) The . 
1lumination. °AbdIal], äh al-Hamsidgnr was also the illuminator 
of the ihanuscript. This iu4l role obviously assisted him greatly 
in carr, ºing out his project. He was able to conceive the whole 
manuscript as a decoratilve unity from start to finish. 
Great economy of both style and colour is evident in the open- 
ing illuminated pages of each part. instead of the illuminated 
area taking up most of the page it is confined to a rectangle in 
the middle. The average size of the illuminated areas is 25 x 18cm 
considerably less thanIthe 56 x 41cm of the overall page. Most 
of the pages are without', a border or inscriptions. All are quite 
devoid of strapwork , as; indeed is the entire manuscript .-a sur- 
prising! ommission given jthe almost obligitory appearance of this 
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type of decoration. The white surface of the paper is often used 
as background , while the motifs are confined to simple arabeques 
and palmettes. Occasionally the order is reversed so that the 
ground is coloured and the motifs left blank, Colour is confined 
to blue, black ' and gold. Only unobtrusive 
details are painted 
in any thing other than the above. Gold and blue are also used 
throughout the text of the Qur'an on every single page. The over- 
all impression on anyone used to seeing manuscripts such as the 
earlier Baghdad Qur'ans must have been quite striking -but not 
necessarily favourable. 
The designs of the opening pages of illumination fall into three 
broad types: 
1. A square panel with star-polygon wbpse arms extend to the four 18.5 
corners. The interstices of the geometric trellis have palmettos 
which are single or interlinked. In some of the star-shaped areas 
is an interesting motif that we have also noted in Just 2 of Qur'an 
A (Baghdad) which consists of a whirl of foliage with stalks proj- 
ecting into the five points of the star15This is one of the few 
filler motifs which is actually transmitted from one manuscript 
to another. The vast majority of filler motifs are improvised 
by the illuminator from a vwry limited repertoire of basic shapes 
particularly the palmetto 'on the spot' as-it-werejusing the 
basic shape as the nucleus. This type always has a rectangular 
panel above and below , which in several cases contains only dec- 
oration , though usually an inscription. This is always in thulth 
or rigaa # never in kufic. 
16 
2. A rectangular panel of 'infinite' pattern usually of the repeat 
block-type with a vertical or occasionally diagonal axis. This. 
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type accounts for the majority of designs in the manuscripts. If we 18.6 
compare the thirty designs of this manuscript with those in the 
other three Ilkhanid 'royal' 2ur'ans , there is surprisingly little 
repition. Although the same principles are often used it is rare 
to find a similar design. In fact there are no identical ones. 
3., This type consists of independent compositions , rather like 
18.7 
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the second type noted in Qur'an B. i(Baghdad). These are few in number 
- only three in the twenty-eight az' examined. 
The fillers occupying the interstices of the trellises are in 18.8 
gold, black or blue silhouette. Those in white on a coloured ground 
usually have highly articulated '' detail. The artist appears to have 
been especially fond of using these latter on grounds or blue. Un- 
like the offner =royal' manuscripts many of the larger regular geo- 
metric shapes contain: ros, ittes made up of multiple-palmettos whose 18.9 
lower parts inter-connect to form a tightly organised fret. This 
contrasts with the work of Muhammad bin Aybak where freely- flow- 
ing arabesque scrolls may be used in similar circumstances , just 
as we see in the stye of Sandal. 
In addition to the above-mentioned deoorative motifs there are 
also rosettes and an odd cross-shape (J! 3 and Tui 18). 18.8,10 
, Most of the rectangular panels bear arabesque scrolls which look 
similar to the work in the the interstices. There is also a palmetto- 18.11 
and-knot device as well as a rather large white blossom with coloured 
centre on a thin wiry stem t somewhat sftfr the fashion of those in 
18 
Ms B. i (Baghdad). 
The inscriptions which many of these panels contain are interest- 
ing from a number of points. So far as we can tell from earlier and 
contemporary manuscripts, insoriptions at the beginning of Qurtans and 
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Qur'an sections consisted of specially-selected ayahs , often used 
several times in the same manuscript. Four of these inscriptions 
in the Hamadan manuscript are Qur'anic rMat ( XVI..,, Nahl , 97-1-8; 103; 
XVII, Bani Isrä'il , 
82 : LXI Saff 79-30) : the remainder are Prophetic 
hadl hs. This may not be a new departure insofar as we know nothing 
about other earlier Qur'ans produced by the calligrapher Al-Hamad hä. ni, 
but this is the first time we have come across this feature in the 
fourteenth century. 
The opening pages of text are perhaps the simplest of any Tourt- 18.12 
eenth Qur'an. Fach is divided into five panels with two narrow ones 
at the sides. In almost all cases decoration is confined to the 
upper and lower ones. The top-right-hand panel always has the 
juzt number others contain eithert or hadiths. There is 
usually a single medallion at the end of each panel and this is fre- 
quently unattatohed. Occasionally there is a true palmette at the 
ends of the panels , at others a pear-shaped medallion attatched to 
the border. Circular medallions are often in the form of a delicate 
filigree of gold arabesque on blue. Borders and narrow-vertical 
panels are usually undecorated but in the case of five apz; it from 
among those examined ( 1,3,19,20,22) decoration did occur. This 
consisted of a succession of simple gold motifs - knots, scrolls, 
flowers , or else blue and white flowers on a black ground : the 18.13 
latter being an unusual combination at this time. The arbitrary 
choice of the adz,: with decorated opening pages of text prompts 
the speculation that the manuscript may not be quite finished. 
Marginal ornaments , which in the earlier Baghdad manuscripts 
became glorious works-of-art , exceptional in their variation and 
splendour ' are here by comparison subdued and quiescent. 
In all of the decoration there is a quite noticeable absence of 
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chinoiserie and ; the- types of petalled borders that betrq. y Chinese 
19 
influence 9 such as we see in the two Baghdad Qur'ans. 
Almost all parts end with the certifioate of commissioning which 18.14 
is written in circular or polylobed medallions in a square and 
spread over two facing pages. The location of the certificate differs 
from the Baghdadi and Mosul manuscripts ' though not from the sli- 
ghtly later Tabriz Qur"an,, C. 
The colophon is written in a circle on the verso side of the 
of the certificate. A practise not followed in the earlier Qur'ans 
but , once again, found in the Tabriz copy. All of the colophons 
have been painted over 0 presumably at the time the certificates 
of commissioning were altered. 
An a: sal of the style of 
aAbdalläh bin Muhammad al-Hamadbi-nl. 
There can be little doubt thatthis painter was an outstanding artist. 
Given the conservatism of fourteenth century illuminators and call- 
igraphers , his approach may seem almost revolutionary. The absence: 
of bands of heavy gold strapwork , the extensive use of blue and 
the device of painting much of the deooation in silhouette , give 
the manuscript a delicate 9 almost ethereal quality ' that is 
quite absent in the other Qurtans commissioned b O1 by jaytu where a 
sense of barbaric splendour is the overwhelming impression conveyed. 
The underlying principles of his opening compositions are however 
such as we have already seen in the work of the earlier Baghdad and 
Mosul artists. 
Only two of the opening compositions have borders. These run 
all the way round the composition , after the manner of those in the 
18.15 
work of Muhammad bin Aybak. In each case - Just 19 and 20 - the borders . 
4 
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are based on knots and tri-lobed leaves. It is interesting that 
several Ilkhanid Qur"ans dispense entirely with outer borders. 
In the Mosul Qur'an B. ii the same technique is adopted , so too 
does Ms 503 in Topkapi Library. The latter is a multi-part Qur'an 
dated 1310. 
w 
Within the body of the textsfeatures which stand out are; firstip 
the organisation of the pages into panels ; the absence of iah 
diviäions and the extreme economy of decoration. Unfortunately 
as there are no other Qur'ans from Hamadan at this time it is not 
possible to say whether Al-Hamadbinli was introducing new and orig- 
inal concepts or simply following well-established formulae. All 
we can say is that many of the features noted in this exceptional 
manuscript are not detectable elsewhere. 
The manuscript is also remarkable for its great degree of unif- 
ormity. It is difficult to find pages which stand out clearly as 
the work of anyone other than the main artist. Rogers who has had 
the opportunity to examine the manuscript in detail suggests that 
at least one other hand is detectable. He points out that the 
. right-hand half of the opening composition in Juz' 23 is finer 
than the opposite one 9 indicating probably the work of an assistant, 
The likelihood of the artist having one or more assistants , is 
of course considerable , and indeed to be expected. That being so 
it is even more remarkable that Al-Hamadhänt was able to exercise 
such close control that differences in style are virtually non- 
existent , and in quality of execution, only barely noticeble. 
The subseiuent history of the manuscript in Cai_. 
''Je know nothing of what happened to the manuscript followini its 
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completion in 1313. However in 726/1326 it was endowed to the newly- 
founded kräh of an important Mamluke emir. Each part of the 
manuscript was inscribed on that occasion with a wagfiyyah ' the 
21- 
text of which was edited and published by Wiet : 
p 
The fortress of the muslims and the refuge of those devoting thems- 
elves to the Almighty , Abi Sack Say$ al-D! n Baktamur bin 
CAbdallgh 
al-Sägi al-Maliki al-Näsiri - may God make him profit by the August 
Qur? an - has endowed in perpetuity all of this Noble, "rated 
and Magnificent Qur'an comprising thirty parts for all muslims , as 
a taws and legal endowment for reading, consulting, copying and stud- 
ying, and has placed it in the tomb known as his foundation in 
Lesser Qarafah near to the enclosure of al-Malik al-Zahir. He will 
be responsible for it during; his lifetime and after him his desc- 
endants and their descendants. If one of them does not conduct hims- 
elf properly , then the responsibility will pass to 06-most worthy. 
Should the line die out then responsibility will pass to the shaykh 
of the tomb and that will continue util God inherits the Earth and 
those upon it ' and Re is the best of inheritors. He has declared 
that the above-mentioned Qur'an should not be taken out of the tomb 
ever , except for repair. Woe to anyone who Changes or alters these 
stipulations I 'If anyone changes the bequest after hearing it, the 
guilt shall be on those who make the change. For God hears and knows 
all things f (II Al-Bagarah , 181). The reward of the above-mentioned 
endower is in the hands of God - glorify and magnify Him - Who never 
fails to reward he who does good works. Dated 
[from 7 Jumädä I to 
22 
27 Jý II 726 / 1-21 April 1326.. (Fig. 13) 
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It has been pointed out that one of the most interesting aspects 
of the wagfiyyah is that it specifically mentions that the Qur'an 
is endowed for the purpose of copying ( pall But whether this 
is related to its outstanding beauty is not clear. Nevertheless, 
the specific mentioning oC'copying' in an endowment documßnt is 
rare Examination of wagfiyyat from the fourteenth and fifteenth 
centuries show that muslims were expected to benefit from 'reading' 
(ig rßä ah) , 'reading-aloud' 
(tilesaawah)but almost never from copying. 
We have come across only one other manuscript , Cairo 
60 which 
refers to copying. In the waqfiyyah which is dated 1356 we read 
that muslims may benefit from 'intigäl wa'l-kitäbah', ie. copying 
24 
and writing. The manuscript in question is another fine Ilkhanid 
manuscript and it may be that the beauty of these was appreciated 
to the extent of urging copies to be made. We would suggest rather 
that the explanation is a purely technical one. Both manuscripts 
are in thirty parts ;a format which was relatively uncommon 9 judging 
by the small numbers of Mamluke multi-part Qurtans which have survived. 
it may well be that it was the format and layout of these manuscripts 
which were to be taken as medeli not their calligraphy and illumina- 
tion. 
Scholars who have examined the Qurlan have speculated on the 
provenance of the manuscript. Rogers ' one-of the most recent 
oommentators, oonoludes that it was somehow spirited out of Iran 
possibly in the course of the various negotiations between the 
Mamlukes and Ilkhanids prior to 1326. He wonders how it came into 
the possession of Baktamur rather than the sultan himself. 
In all previous discussions Baktaiuur remains a shadowy figure. 
To quote Rogers 0 writing in 1969 ,I we know nothing of Baktamur, 
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except that he was cup-bearer to Al-Näsir and that he was rich 
enough to endow a memorial foundation and provide it with various 
25 
treasures'. In fact we do know quite a lot about this man ' who 
was a leading figure at the court of Al-Näsir and whose career 
and sudden demise at the hands of his sovereign is one of those 
tragedies , all too common in the annals of 
the Mamluke sultanate. 
Ibn Iyas , Magrizt as well as Ibn 8ajar and 
A1--S&fadi all furnish 
details of Baktamur's life and death and it is there that we can 
find the most probable explanation for his acquisition of the fine 
Hamadan Qurtane 
Abi Saotd Sayf al-DTn Baktamur bin 
oAbdallah al-Sq; was a mam- 
luke of Baybars al-Jäshankir. After the latter's death Baktamur be- 
came the property of Al-Näsir Muhammad who made him his cup-bearer 
He advanced until he achieved one of the highest offices 
in the state ' atabak al-jaysh , commander-in-chief. Baktamur be- 
came the close confidant of the sultan : no one else was ever as 
close. The two were always in each other's company &ad Al-Näsir 
often visited Baktamur tp i9en' the night at his house. He acted 
as a restraining influence on the sultan and intervened on behalf 
of the sultan's subjects whenever he thought him about to commit 
some excess. The sultan was said to make no move without seeking 
the advice of Baktamur. The two eventually became related through 
marriage : the emir married the sultan's sister and Al-Näeir's son 
Annk married Baktamur's daughter. 
Unfortunately the sultan came to believe that Baktamur was plann- 
ing to poison him while they were making their way to Mecca where 
Al-Näsir intended to present a new door to the Kaabah, On the way 
back he had both the emir and his son Ahmad murdered and buried by 
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the roadside. Their bodies were later exhumed and laid to rest in 
26 
the mausoleum attatched to the khäncah which Baktamur had built. 
These events occurred in 732 / 1331. 
The foundation had been completed in 726 /1326 and the khäncäh 
was inhabited by its Sufi occupants in June of that year. It was 
in this year that the Hamadan Qur'an was endowed 
i 
to the tomb/kh8ngäh. 
Its numerous treasures included ' so we are told, carpets, copper 
vessels, books I Qur'ans 
(rsbcät), inlaid brass lamps ' enamelled 
glass ones 9 all of which were in the :o tg of the custodian 
7 
Both Ibn Iyäs and Magrizi tell us that the emir received gifts 
from numerous sources and that Al-aisir himself . as we would expect, 
gave many presents ( which he took back After Baktamur's untimely 
end l). It would seem that the most likely explanation, of the prov- 
enance of the Hamadan Qur'an in that it was given by Al-Näsir as 
a gift to his favourite on the occasion of the opening of the latter's 
foundation. 
When the sultan's own klimcfZ1 was opened some years previously 
we know that the ruler of Hama sent him a present of books for it 
28 
It would thus have been quite appropriate for l3m-Näsir to have made 
40 
the emir a present of the beautiful Qur'an that was undoubtedly in 
his possession. It is far more likely that Al-Näsir would have rec- 
eived the Qur'an as a gift from the Ilkhanid Abü SaaTd ' probably 
in the course of the negotiations between the two in 724. It was 
after the Qurºan came into the hands of Al-Näsir that the certificate 
of commissioning must have been altered. We know that Al-Näsir did 
receive gifts from Abu Sa°rd because the prinoe/historian Abuºl-Fidäº 
was a witness to the reception of the 724 embassy 
: 
Unfortunately he 
does not mention the arrival of any books or Qur'ans 9 though these 
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may have been overlooked. There were other exchanges and it may 
be that the Qur'an was presented on some other occasion. In any 
3 
case Qur'ans were always popular presents and it would have been 
quite natural for the I114anid ruler to have sent the Hamadan 
Qur'an which he had inherited to Al-Neýsir. The sultan then passed 
it on to Baktamur along with other gifts in 1326 for the new tomb 
khäni h. This 9 in our opinion, is the simplest and most obvious 
explanation. 
The influence of the Hamadan Qur'an on Mainluke calligraphers 
and illuminators. 
The influence of this Qur'an is usually considered to be qkra1i.. 
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oust. In the course of this study we shall be examining this ques- 
tion when dealing with later Mamluke Qur'ane. However , let us 
say at this point ' that it is our opinion ' after examining 
all the major manuscripts produced fr4o-1326 onwards, that the 
influence of this Qurlan was minimal In terms of calligrapby 
it had no influence at all. F{ar' n was simply not a popular 
script with the Mamlukes g nor apart from one or two examples , 
was monumental script in gold. No Mamluke stist adopted the un- 
usual division of the page . which must have seemed strange; nor 
so far as we are aware are there any Mamluke Kurfans written 
without ah-markers. The delicate colour-schemes were quite for- 
eign to Mamluke tastes as was the absence of heavy gold strap- 
work. Pinallyt the large-format thirty-part Qurtan was not a 
popular iahoice. 
The only area where any possible influence can be detected is 
in the opening pages of illumination where there are certain para- 
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liels between the designs of these compositions and some in Marsluke 
Qurfans. However, even this is questionable since some of the 
designs can be shown to have been part of the Mamluke painters' repert- 
32 
oire prior to 1326 - and even prior to 1313. 
p 
2. Tabriz : the Qur'an of the Vizir Rashid al-D; n. 
The major, perhaps decisive, role of the extraordinary statesman 
Rashid al Din in stimulating the arts of the book has been known 
for a century or more. To perpetuate the survival of his literary 
works he had copies made in Arabic and Persian for dispatch to the 
main centres of the Ilkhanid domains 
! 
This was done annually 9 but 
only a fraction of the copies produced for Rashid have survived. 
These manuscripts were pwde in the quarter established by the 
vizir at Tabriz called after him , the Rabc-i Rashidl , of which 
nothing remains. It was sacked after his death yd aggaiii following 
the death of his son Ghiyath al-Din in 1336. To the once thriviving 
ateliers of the Rab0-i Rashidi we, can attribute only two fragm- 
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ents of the ministers Jamic al-Tawärtkh and a copy of the Ma= 
35 
Rashidiyyah ,a collection of tracts. The first two manuscripts 
are of enormous importance for the study of manuscript painting 
while the latter has some fine illumination which is signed by 
the painters on: the opening pages. 
The appearance of yet another manuscript commissioned by Rashid 
is therefore of some importance. In the course of these researches 
we came upon part of a Qur'an made for the vizir towards the eni of 
his career. It is kept in the Topkapi Library , Ms FH 248, and is 
mentioned in the catalogue of Arabic manuscripts 9 but the all-important 
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certificate of commissioning was missed by Karatay when cataloguing 
the item ; almost certainly because it is located at the and. 
The manuscript consists of Juz, 26 , is in large format , 52 x 37cm 
( almost the same size as the Hamadan Qur'an) and is copied on fifty- 
four folios in a rather unusual script resembling the tu lt r h-an 
of the Hamadan manuscript. On the final folio the date is given : 
fi ghurrat Safar 715 / the beginning of April 1315, That is, at the 
height of Rashid's power , some sixteen months before the death of 
his master Oljaytu. 
The circumstances of commissioning. 
At the end of the puz' on the final opening there are two confronted 
poly-lobed medallions bearing the certificate of commissioning in 
Arabic. This reads as follows: 
36 
Copied for the well-built library of the servant, the lord, the 
greatest, the undulating sea, the light, the revealer of georets 
of Truth and the Qur'an, divinely-guided exponent of inquiry and 
explanation, possessor of the hallowed soul,, in whom all human 
qualities are enjoined, sun of the firmament of wisdom, pole of 
the heaven of knowledge, most brilliant and perfect of the first 
and the last, favoured with the grace of the Lord of the Two Worlds, 
predestined for vizir when even Adam was yet unformed, sultan of 
ministers and sages in the Two Worlds, Rashid al-Hagg wall-Duna 
wall-Dino Fadlallah I son of lord, the master ' the greatest, the 
late c1mý al-Dawlah, Abu+1-Khayr , may God glorify his victories 
and increase his good fortune arad may the suns of his glory blaze 
forth and shine etc. ( Fir, 14) 
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Although historians differ over the exact name of Rashid there 
can be no doubt that the person refered to is the great statesman/ 
historian and that the manuscript is the only surviving example 
of a Qur'an , no doubt one of hundreds, commissioned by him. 
The certificate makes clear that the Qur'an was made r, t for 
a mosque but for Rashid's library ( khi !). This presumably 
was his library in the Rabc-i Rashidi , sinne as far as we know 
he had no other. Concerning this , or the part that held 
the Qur'ans, 
we have some information by no less a person than the minister him- 
self. In Rash d's will , the details of which have been published, 
he mentions the Qur'an collection in the Tabriz suburb which was 
housed near to his tomb. The text is as follows: 
37 
Two book-stores ( bayt al-kutub) which I have built to the right and 
left of my tomb , containing one thousand copies of the Qur'an that 
I have deposited therein ,I endow to the Rab°-i Rashidi. The details 
of these are as follows: 
Those written in gold : 400 
Those in the hand of Y qiit : 10 
Those in the hand of Ibn . iglah :2 
Those in the hand of Ahmari (bin al-) Suhrawardt : 20 
38 
Those written by well-known calligraphers : 20 
Those which are beautifully written : 548 (? ) (Append. 2, i) 
Rashid. had a great interest in collecting Qur'ans , probably for the 
use of students or pilgrims to his tomb. We would suggest that it was 
for this destination that the Topkapi Qur'an was made. 
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The work of the calligrapher and artist. 
a) 
r4bdalläh bin Abi'1-Q sim al-Rudrävari and the calli. graphW : The 
calligrap}i;; , yet again, is the work of an excellent calligrapher 
about whom we have no information other than that furnished by the 
manuscript. The script is a fine thult rayhän in black with plack 19,1 
vocalisation. There are five lines on each page and the name Muham- 
mad I whenever it occurs , is written in a larger soript. Although 
the letters are elegantly formed the pen appears to be just a lttle 
on the slender side for the size of the script. Each ayah is marked by 
a rosette bearing the word äyah. Every page is surrounded by a blue 
and gold border and the opening pages have each line in a rectangular 19.2 
panel , as in the Hamadan Qur'an. The certificate of commissioning 
has already been described. The two medallions containing it appear 
on facing pages totally devoid of decoration. 
The colophon is or, the final folio in a circle surrounded by a 
poly-lobed medallion and gives the calligrapherts name as follows: 
(Written) at the hands of the meanest of God's creatures CAbdalläh bin 
Abi'1-Qasim bin cAbdallah al-Tuvt al-RtidrävarT , may God reform and 
forgive him '(at the beginning)of Safar / April ' sealed with grace 
and victory in the 
" 
ý year 715 / 1315 of the Hijrah , with Your mercy 
0 Most Merciful: (Fig-14b ) 
We may assume that the two final words refer to the calligrapher's 
place of origin. 'A1-Rndrävari' means ' of the district of Rüdrävar' 
39 
or Rudhravar , or Rudarüd as it was alternstively called. 'A1-Tuvit 
40 
means'of the town of Tuvi' . 
(Not'Al-Tivi'as is written in the Topkapi 
41 
catalogue). Tuvi was a small town located within the district of 
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Rudravar. From this we would conclude that the oalligrapher had left 
the district of Rudrävar - otherwise wily refer to it 
2- 
and was 
working elsewhere. 
Tuvi is only a short distance from the city of Hamadan. As the 
Rashid al-Din mansucript is the only orte of the royal' Ilkhanid 
manuscripts to employ a border around the page and the use of 
panels to divide the text on the opening pages of the uz; ' with 
the exception of the Hamadan Qur'an it may well be that the callig- 
rapher of the 1315 manuscript worked for a time in Hamadan. It 
seems improbable thata small town like Tuvi would have had a man- 
uscript atelier of any significance. 
However the decoration of the opening pages and the illumination 
throughout bear little relation to that of the Hamadan Qur'an and it 
is to that that we may now turn. 
b) The illumination. There is no signiature on the manuscript other 
than that of the calligrapher. Because of the addition of a border 
to each page and the layout of the opening pages we would suggest 
thatthe calligrapher was also the illuminator. Our reasoning being 
the use of this method in the Hamadan Qur'an and the origin and possible 
training of the calligrapher in that area of Iran. 
Surah-headings are in white thulth in a cartouche over elaborate 19.1 
gold arabesque scrolls. The crrtouche is in a rectangular panel 
with a marginal medallion. The opening page of text consists of 19.3 
five panels: three bearing a at without illumination and two accomp- 
anying ones , above and below, containing inscriptions in gold kufic 
on a fine ground of scrolls. The inscriptions are in rectangles. At 
each and. are elaborate strapwork squares. This motif is not fouind 
4 
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in any other 'royal' nurtan ' but we do see it in a number of 
contemporary Ilkhanid manuscripts. Ms K 503 dated 1310 in 'Cop- 
20.1 
kapi uses it 0 as does a 2ur"an section in the Chester Beatty 
Library (uncatalogued) which dates from around the same time. 
The central panels are surrounded by a blue border wits a 
gold arabesque scroll running all the way round. In the margin 
at the ends of the panelspare medallions with palmetto borders. 
The opening pages of illumination are perhaps the most interesting 19.4 
part of the manuscript. Each consists of a square panel bearing a 
block-repeat pattern made of star-tile and cross., shapes ' blue 
and red with gold arabesque and palmetto decoration. Above and 
below are inscriptions in white th lth. All panels are surrounded 
by gold strapwork and there is an outer narrow border of alterna- 
ting palmettes , one with a brown and white interior , the other 
with a gold knot on an orange and brown ground. 
In the course of these researcheq this is the only occasion 
where we have come across a frontispiece in which a pattern of the 
type used in the central area of each page is truncated at the top 
and bottom by panels. Qur'an illuminators , as far as we can see 
from the surviving manuscripts, normally used panels only with 
star-polygon designs or semi-independent geometric compositions. 
The only other instance of which we are aware in an Ilkhanid roan- 
43 
uscript occurs in the Majnxcah Rashidiyyah in the Bibliotheque 
Nationale (Arabs 2324) made at the Rabc-i Raehidt. Given that 
the Topkapi Qur'an was commissioned by Rashid al-D; n and that the 
only other example of the opening frontispiece technique appears 
in another manuscript made for the vizir , we would suggest that 
the Qur'an was probably made at the Rabc-i Rashtdr in Tabriz. 
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Any '! urtan made for Rashid would naturally have been produced 
in the special Qur"an scriptorium in the Rabe-i Rashidi , the 
Dar al-glas hif. The Vagfnämah ( deed of endowment) drawn up by 
the great vizir before his death gives details of this establish- 
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anent. According to this, it was to produce each year a copy of the 
Cuzr'an and Ibn al-Athir's work on ha-dit 9 the Jamio a1-Usü1 fir 
Ahadith al-'Iasn1 for dispatch to various centres, where they were 
to be placed in the main mosque. They contained spacial prayers 
for the donor and for recital upon installation. The details of the 
(ur'ans are given as follows : 
A Qur'an in thirty parts in elegant script, fully vocalised and 
suitable for any of the seven authorised readings, on large-size 
Ba; ghdadi paper. , illuminated. to indicate each fifth and tenth 
3Zah and the beginning, of each yah and bound in goatskin. ( Append. 2, ii) 
Although our manuscript was not made for dispatch to a location 
outside of the Rabc-i Rashidi , since the certificate of commiss- 
ioning states that it was made for the minister's library, in its 
genral appearance, particularly size, multi-part format, and 
quality of script it would seem to conform to the kind of Qur+ans 
being made in the Där al-Masähif.. 
Our conclusion therefore , is that this Luz' is the work or a 
calligrapher who was quite probably responsible for the illumination; 
who came from a town close to Hamadan 9 perhaps reoeived sonne training 
in that city where there was at least one thriving Qur'an atelier, 
and carne later to the Rabc-i ßashidi where he made the 1315 Qur'an 
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as an employee at the Där al-Masahif. 
3 ummar . 
The production of large-format iluxury' Qurfans was by no means 
confined to Iraq. Manuscripts of a type similar to the Baghdad 
and Mosul Qur'ans were made in Hamadan and probably Tabriz. The 
former is perhaps the best-known of the fourteenth century. It 
was almost certainly made for the mausoleum of Sultan Oljaytu. 
Manuscripts B. i, ii and iii were 9 in our opinion, all part of the 
same grandiose project conceived by the Ilkhanid ruler to create 
the finest tomb ever seen and furnish it with spleidid copies of 
the Qur'an. 
The layout and decoration of the Hamadan manuscript are quite 
different from the other manuscripts made on this occasion 0 though 
in the absence of comparative material we are not able to say how 
much was the artist/calligrapher's contribution ' and how much was 
due to local tradition. 
By 1326 this manuscript had arrived in Cairo , most probably as 
gift from Abu Sacid to Al-Näsir Muhammad. We must presume that it 
was never endowed to the tomb at Sultaniyyah ' though we cannot be 
certain. Upon its arrival in Cairo the certificate of endowment 
in each ]uz: was altered : the name of the Mongol ruler was re- 
placed by that of the Mamluke one. At the same time the colophons 
were painted over. Shortly after receiving the manuscript Al-Nasir 
Muhammad gave the jurfan to his favourite, Baktamur. 
" 
The influence of this manuscript on later Mamluke Qur'an illumina- 
tion is grsetly exagerated. 1f its appearance set it somewhat apart 
from contemporary Ilkhanid 'Zur'ans , it bore no relation 
to Mamluke 
A 
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taste whatsoever. 
It is an indication of the power and prestige of the vizir 'tashid 
al-Din that the only other fur+anýapart from those made for the 
Ilkhanid rulers + of this sumptuous +de-luxe' type + should have 
been produced for him. The solitary just of this manuscript to have 
survived has a number of technical features found only ir{ the Hamadan 
lour+an but its decoration has more in common with manuscripts produced 
in Iraq or Tabriz. The manuscript was almost certainly made in Tabriz 
at the workshop established by Rashid for the production of Qur'ans. 
Chapter Four : 'apt and Syria 1320-1356. 
fI. I 
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Prior to the year 1320 we are fortunate in having a numbbr of impor- 
tant groups of Qur'ans available for study. This is true of both 
Egypt and the Ilkhanid areas of Iraq and Iran. These groups are of 
particular value because of the relatively extensive data they con- 
tain on locations, patrons, periods of 
work and relationships betw- 
een craftsmen. 
As we proceed into the fourteenth oentury documentary information, 
especially for Mainluke Qur'ans becomes much sparser. Between 1320 and 
1345 only four Qur'ans give Cairo as their place of orign, though 
there are others which on various grounds can be attributed to both 
Cairo and Syria. There are no Qur'ans bearing the name of their ill- 
uminator between 1313 and the erb, of Sultan Shacbän some fifty years 
later. The position in Iran is rather better as there are several 
Qur"ans which give the names of calligraphers, illuminators, places 
of origin and important documentation. 
In this chapter we wish to to survey the period covering the 
second half of the reign of Al-Näsir Xuhacsnadand his short-lived 
successors down to the year 1356. It is an exceptionally difficult 
and obscure s!! tIl' j in which we are totally dependent upon a small num- 
ber of inadequately documented aur'ans in our efforts to chart the 
progress of Qur'anic calligraphy and illumination in Egypt and Syria. 
We shall deal with these manuscipts chronologically. 
1. The work of Ahmad al-Mutatabbib and the end of the Sandal trad- 
ition. 
1 
Ms 81 in the National Library ' Cairo, was first published about one 
hundred years ago and is of great significance since it provides an 
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exceptionally accurate landmark in the history of Mamluke Qur'an pr<r3- 
uction. 
lie have no information on the circumstances of commissioninrr. ! To 
patron's name is given although there is a very full colophon plus 
an interestinc appendix added by the scribe at the end. The colophon 
reads as follows : 
p 
This blessed '? urf an was completed by the grace of God and His, . aid. 
May God's blessing be on our lord Muhammad and his house and comp" 
anions by the slave in need of God's mercy , exalted be He, Ahrnad 
bin Muhammad bin KarZl bin Yahy . al-Ansari al-Mutatabbib , in the 
city of Cairo the victorious, may God protect it in the blessed 
month of Sha0ban 734 
/ April 1334. May God have mercy on its 
scribe, its reader and all muslims ,0 Lord of the Two UJorlde, 
(Fig 15) 
The manuscript is actually orte of the very few Mamluke '? ur'ans which 
give the name of the city in which they were produced. It also the 
first to mention Cairo. Nothing is known about the calligrapher, 
other than that he produced a number of manuscripts in Cairo in 
the third decade of the fourteenth century. His nisbah 'al-mutatahbib'2 
which may be translated as'the doctor', 'amatear physician' or even 
'quack' implies some medical background. Curiously one of the six 
pupils of Yäqüt had the same nisbah. 
3 
If the manuscript stood in isolation it would still be it portrsnt 
because of the completeness of the colophon. However it can t, e :, s^ , -- 
iated with four others , all in the hand of the same scribe. In f-«t 
these manuscripts form one of the largest groups of Qurlans that (Y- 
4-be attributed to a single scribe. 
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1. Cairo, National Library Me 184.4 Complete single-volume ?.. ttr' a. n 
dated 731 / 1331. 
2. Cairo, National Library Ms 714. Complete single-volume Qur'an 
dated 732 / 1332.5 
3. limbrosian Library Ms LXVII. Part Two of the Qsnün . 
fi t l-Tibb of 
Ibn Sina. 
4. Chester Beatty Library, Ma 1476P Jam: 27 of a Qur'an. 
Cairo National Library Ms 91. 
a) The caiiigrapfly : The text is written out 
in a competent , tholanh 
by no means outstanding muhaqqaq ' eleven lines to the page , on 21.1 
380 folios measuring some 51 x jboa. The size is considerably larger 
than the single-volume Qur'ans produced during the first two decades 
7 
of the fourteenth century in Cairo. Text and vocalisation are in 
black throughout , including that on the opening and closing pages. 
However the calligrapher has used an elaborate multi-coloured reading; 
8 
notation which he explains in an appendix of four folios . Such appen- 
9 
dices are occasionally found in tlamluke Qur'ans. So far as we know 
this is the earliest recorded Mainluke example. 
b) The illumination: There are five areas of illumination in the 
manuscript - the opening and closing double-pages; the opening 
1 cý 
ail closing pages of text ; the surah-headings. Opning illumination 
comprises a square panel with rectangular ones above and below. There 
is a surounding border of alternating palmettes which jut out into 
the centre of.. the outer vertical margins. 
-135- 
The main panel bears a twelve-armed star-polygon with a white ll, 2 
kuf'ic inscription on a ground of gold 'tear-drop' scrolls on blue. 
There is a outer ring of irregularly-shaped hexagons. The entire 
scheine repeats in the four corners. The hexagons fit together in 
such a way as to make a square with a four-armed star at the 
y 
centre. A certain amount of optical illusion is involved but 
the squares are quite distinct. The larger hexagons contain fill- 
ers which are very similar to those employed in the Sandal/Aydughdi 
compositions 9 though rather more simplified. They appear on a 
blue ground with a white treble-dot motif , or on a finely-hatched 
ground. The 'tear-dropa' which occur throughout the composition 
in orange and brown are similar to those used in the Sandal style. 
The kufic inscriptions in 
" 
panels above and below the main one 
are painted over scrolls similar to those in the work of the earlier 
Cairo painters , though the oval cartouche does not appear until 
about 1320 and is not found in manuscripts illuminated by Sandal 
and his followers. However, the outer border painted over a fine 
hatched ground and the horizontal projections into the margins 
are entirely typical of Sandal and and Aydughdi 
The standard of 
" 
painting in this composition is inferior to 
the exquisite work of the Sandal group , neverthless it is clear 
that much of detail is in direct line of descent. It has been 
suggested that the influence of the 1313 Hamadan Qur'an is visible 
in the work of Ahmad al-Mutatabbib. No such influence is detectable 
in these o pening pagea. We should remember that the last r, Zur'ar tQ 
display the mark of Sandal was painted only four years prior to this. 
The final illuminated pages are in many ways of much greater 
interest on the question of links with other manuscripts. 
The 21.3 
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overall design of these pages follows that of the opening, ones. Pijt 
there is no projection of the border into the margin and 
the central 
panel contains a different composition. The latter consists of' an 
eight-armed star-polygon with surrounding octagons interspersed 
with elongated six-pointed surr. According to the 1969 Oairo Mill- 
enary Catalogue : 'the folliate filling of the central square world 
12 
seem to be inspired by the Oljeytu Qur'an'(Ms B. iii Hamadan) and 
the Domposition is reproduced alongside that of Jam: 23 of that 
manuscript , which examination shows to have the closest resemblance 
of the thirty opening pages of illumination in the 1313 Qur'an. 
However this resemblance is quite superficial, probably coincidental, 
and certainly not the result of the same principles. On the other hand 
the identical composition is used in the 1282 Y nt Qur'an which 17.2 
we have suggested was illuminated in Cairo by a member of the Sandal 
13 " 
group. Furthermore the Qur'anic -rät used in the panels above and 
below are same ones favoured by the Sandal and Aydughdi Qur'ans , 
ie XLI Pus i later 41-2. 
" 
Opening and closing pages of tent consist of five lines of script 21.4 
each in rectangular panels, are marked by distinctive rosettes 
three red and three blue petals inside a whirling petal border in 
gold. The script on these pages is written over arabesque scrolls 
which seem to occur here for the first time. They are basically of 
the type found in the work of Sandal and Aydughdi but painted in 
a 'smudge' technique consisting of a light wash surrounding a much 
14 
darker core. 
In the margins are hasps made up of palmettos ;a feature which 
is absent from the : and a1 manuscripts but is found in Ilkhanid work, 
eg. Qurfan A (. Baghdad) and in contemporary Mamluke Qurla. ns such as 
-137- 
T14,74 Ms 114. 
15 
3urah-he: udings consist of white kufic inscriptions on scroll;; 21.5 
with 'tear-drop' decoration in long thin rectangular panels with 
a circular modallion in the margin. It Is headings of this type 
that appoar in the 1282 Yägit Qur'an. There are no marginal symbols 
to mark the passage of the yahs but each fifth Lyah in the text is 
marked by a a mall pear-shaped design. 
This manuscript bears no illuminator's signiature; nor does the 
oalligrapher claim any responsibility for the illumination. However 
all of the manuscripts copied by Ahmad al-Mutatabbib are illuminated 
in the same distictive post-Sandal style. Although it was common at 
the beginning of the century for illuminators to refer to their work 
in later years this was no longer the case. planation of manuscripts 
like Cairo Ns 11 and related works in tbat` either two people were 
involved ' but the callicrapher, being the more-important, e, lone siý*ned 
the manuscript ; or that the calligrapher and illuminator were often 
one and the earn s but felt it unnecessary - for reasons we do not 
understand - to refer to his work on the illumination. In the -absence 
of evidence to the contrary we feel justified in saying that Ahnkd 
al-Mutatabbib was the illuminator of all manusoripts signed by him. 
Other work by Thwad al Mutatabbib. 
a) Cairo , National Library Ms 714: The initial pages of this manuscript 
are missing. The final ones are organised along lines similar to the 22.1 
illuminated pages of Cairo A1fi 81. The central area , instead of having 
a otar-polygon occupying rao: 3t of the space , has a small central motif 
of this type surrounded by four otttagons with adjoining five-pointed 
16 
stars. This design is quite a common one : there are several Iranian 
4 
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Ira7i and later fifteenth century Mamluke Qur'ans. Its first 
17 in the fourteenth century in is Qur' e. n A (T? txLu1) 
The fillers of this composition are almost identical to those 
in the elirrhtl;, y later Cairo Ms 31. The entire decoration of the 
central motif 13 the same as that of the final oompositior! of that 
manuscript, Almost all of the features in Me 714 are paralleled in 
Me 81. If we examine the compositions of this painter we can see 
that he follows the same formulae time and time again. He is very 
fond of the technique of linking up fillers to form a secondary 
pattern under the main trellis, for example. 
The Illuminated pages of text in each manuscript follow the 
same method of presentation , except that the marginal hasp in the 
earlier manuscript consists of a circle bearing a palmette inside 
a larger semi-circle. Surah-headings are identical to those in Cairo 
Ms 81. 
b) Chester Beatty Library Ms 1476: This unsigned 'u$i from a thirty- 
part 2ur'an is in the same style as the earlier two. The opening 
illumination of the 'uz" uses a principle which we have not seen 
since the Qur'ans illuminated by Muhammad bin al-Mubädjr : that 
of inserting an ootagon into another pattern with which it has no 
relation. The surrounding geometric work and accompanying fillers 
however, bear the unmistakable mark of Ahmad al-Mutatabbib . The 
opening pages of text are written over a ground of scrolls surrounded 
by a plain gold border 9 in a manner rather reminiscent of the 
15.4 
23.1 
opening pages of the Baybars rlurtan. No insoriptions are used in either 
manuscript ' which contrasts with Qurlan B. iii (Hamadan) for example 
where inscriptions of some kind are always used on the opening, panes 
of text. 
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Khamsa and 0ashara signs are used in the margin of this manus- 
cript. Both resemble closely similar ones in the work of Sandal. The 
cashara is identical : the khhaameaa almost so, apart from the kufic 
inscription being replaced by a blossom. 
r 
An appraisal of the work of Ahmad al-liutatabbib. 
Absud al-4[utatabbib was a purely Maamluke painter. Despite suggestions 
to the contrary little or no influence of Qur'an D. iii(Hasadan) appears 
in his work. The final pages of Cairo We 81 have been cited as evid- 
ence but this is not convincing , particularly in view of the fact 
that the design of this illumiwated ars is identical to the frontis- 
piece of aT qit Qur'an that was almost certainly illuminated in Cairo. 
His work has numerous links with the sshuscripts illuminated by 
Sandal and Ayºdughdt and we can presume that he was trained in the 
thirteen-twenties when there were manuscripts around produced 
by the Sandal group of illuminators. The work of Sandal and his 
pupils was. clearly the model for much of the later painter's efforts. 
There in ei obvious coarseness in his work and a decline in soso of 
the pigment used. Blue was of an inferior type and in many instances 
has faded : something that never occurred in the mannsoripts of Sandal 
and AydugidT. There is also an increase in the size of the Qur'ane 
produced. Several of Ahmed al-4tutatabbib'e are almost twice the size 
of most Qur'ans siede in the first two decades of the fourteenth cent- 
ury. We can not be absolutely certain that he was the illuminator of 
the manuscripts that bear his nass as scribe , but there are strong 
grounds for believing this. If so he was probably not as interested 
in illumination as in calligrap1yr. But he was not an outstanding 
practitioner of that art. In fact much of his effort in Cairo No 81 
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went into the elaboration of the reading notation aa system that 
he proudly explains in a long appendix. What we see in the work 
of this man is the tail-end of a formerly exquisite tradition. This 
is coupled with the appearance of a much larger type of Qur'an 
for which the style of Sandal and AydugMt was not really designed. 
Two related manuscripts. 
There are a number of other manuscripts that on"stylistic grounds we 
can associate with the work of Ahmd aL4tutatoibib. The most important, 
WA tha "0*si that we wish to discuss are: 
18 
1. Topkapi Library No 138-M5. Complete single-volume Qur'an dated 
741 / 1341. 
19 
2. Victoria and Albert Museum No Bute 259. Oeaplete single-volume 
Qur'an dated 746 / 1345-6 
Each of these manusoripts represents a different aspeot of the post- 
Sandal style. The first is a fine large Qur'an consisting of 234 
folios (48 x 37om) with thirteen lines per page of magnificent Marsluke 
nah . This is in gold outlined in black (musha°arah) and with the 24.1 
eyes of the letters filled in in black. It is exactly the same type 
of script as that used by 8hedhi bin Nuhaemed in the Qur'an of 1313 
but much more polished. The manuscript is signed by the oalligraphers 
20 
Ahead bin Abi Ibrahim bin Muhammad al--Qurashi al-Kätib al Dimaehgi . 
and dated S_ 1 741 / March 1341. The colophon is all the information 
available to us concerning the history of the manuscript. However it 
is not without interest that the name of the calligrapher indicates 
4 
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some connection with Syria and that both this manuscript and that 
of Shädhi the &yyubid , with Syrian anoestory, employ exactly the 
same form of script. We shall return to this shortly when dealing 
with another Qüx'a. in .a golden naskh which has links with Damascus 
and is today in the Bastan Museum, Tehran. 
Another possible link with Syria occurs on the opating pagsa"of 242 
text where Al-Oatihah and the beginning of Al-Bagarah are written 
in the same way as any other surah in the manuscript. We may recall 
that Ms 447 in the TIEN ' dated 1314 illuminated by 
°Abdallah al-Halab! 
uses precisely the same method. When discussing that manuscript we 10.1 
suggested a probable oonnection with Syria. 
In addition to these features we can note a number of others 
linking the manuscript to the work of Ahmed al-Mutatabbib and back 
through him to Sandal. The fine opening pages of illumination follow 24.3 
the same style as we find in Cairo No 81 , except that the rendering 
of the work is of a higher calibre. The design of the central square 
panel is not known to us elsewhere , but it does follow the principle 
that we see in the 1332 Qur'an of Al- Mutatabbib where a central 22.1 
motif is surrounded by four others: in this case star-polygons around 
a hexagon. The fillers in the geometric trellis inolude motifs 
painted using the same 'smudge' technique employed so extensively 
by Al-Mutatabbib. Many of the features that this manuscript has 
in common with Cairo mss 81 and 714 are those that we see first in 
the work of Sandal, and which it is un-necessary to re-elaborate upon. 
One point that should be made however, is that there a number of 
features which we see here for the first time 9 such as the cart- 
ouches on the final pages of textwhich consist of two circles 24.4 
joined by an oval. This marks the first step in a development 
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which reached its most elaborate stage in the thirteen-seventies. 
Marginal ornaments, although essentially of the old Sandal type 
are surrounded by multiple palmettes in the beginning of a technique 
that came to fruition later. 
The second manuscript dates from only five years later but rep- 
resents the last stage of the Sandal tradition as transmitted through 
Ahmed al-Mutatabbib. It is the work of a mediocre painter : but one 
" 
40 " 
whose lack of talent is made for by excessive enthusiasm and a certain 
amount of inventiveneas. There is a great deal of combining disparate 25.1 
elements and introducing extra pages of illumination. In this Qur'an 
decorative detail is further debased and there is much greater use of 
gold 9 the overall impression being one of sumptuousness without 
finesse. 
The calligrapher and possible illuminator was Asbugh y bin Turäy 
22 " 
al-Sayft (min) Arghün Shah Ustädär al-Nalikt. Arghtin Shih was for 
a time Ust tr after the death of Al-Nasir in 1341. His full name 
was Sayf al Din Arghün Shah al-Malikr al- -miri and Aebugh y nagst 
have been one of his mamlukes. He was originally a waaluke of Al-Nair 
Muhammad. Under Al-Muzaffar Hj jr (1346-7) he became Ust; a; r and 
in 747 / 1346-7 was appointed governor of Safad. He spent the remain- 
der of his career in Syria, becoming vice-regent of the province in 
the following year. He was murdered in 750 /1349. It is to him that 
the famous'Qur'an of Arghan Shah', me 54 in the National Library 
23 
Cairo is sometimes (wrongly) attributed. 
At the time the Bute manuscript was produced Arghün Shah must 
still have been in Egypt 00 it is to Cairo that we should attribute 
it rather than Syria. 
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2. The ! Elan of Ahmad bin al-Muhsini and the beginnings of the 
"classicttradition. 
By the thirteen-forties the Sandal tradition had undergone both 
transformation and decline. Almost simultaneously the be4nnings 
of the 'classic' tradition of Qur'an calligraphy and illumination 
that blossomed forth at the time of Sultan Sbacban (1363 - 76) 
was making an appearance. One manuscript in particular sesms to 
heraldgin superb quality and style if not in sine, the great 
Qur'ans of the thirteen sixties and early 'seventies. 
24 
It is today in the Iran-Bastai Museum ' No 2061, and on the 
25 
two occasions that it has been exhibited has been described on 
on no very good authority , as Iranian. 
At this point a brief resume' of the Qur'ans known history will 
be appaopriate. It was endowed to the Safavid shrine at Ardabil 
26 
in the 946/1539 by Prince Dahram (d. 957 / 1550) a eon of Shah 
ism& Tl ( 1501 - 24). There is a full wf on the colophon 
page to this effect. The manuscript bears a fine Safavid binding 
27 
stating it to have been lade for the library of Shah Isma°Ii. The 
magnificent inscription which gives this information refers , of 
course, to the binding alone, (Fig 16a). The manuscript is auch 
earlier. On the final page, below the colophon, is 'ex-libris' 
of Sultan Qayt-Bay (1469 - 95), (Fig'>16b)" The manuscript thus 
came to Iran from Egypt during or after the reign of Qpyt-Bay 
presumably as a gift. However as Qsyt-Day died five years before 
Ismäcil came to the throne it is more like that the Qur'an was 
sent by his successor Sultan Qansuh, whom it is known exchanged 
. 
presents with the Safavid monarch. 
28 
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The years prior to the reign of gayt-aay are a blank ' but the 
manuscript was copied in the year 739 / 1330-9 towards the end of 
the rule of Al-Näsir Muhammad by a scribe whose name is given as 
0-29* 
Ahmad bin al-Muhsini. 
" 
Although the colophon occurs in a circular medallion oMn the 
final page as we find in some I]. khanid manueoripte ' illumination 
and script show the manuscript to be of lamluke not Iranian origin. 
a)Script : The manuscript is on 373 folios measuring 39 x 290m. 26.1 
Oddly for a Qur'an, there are twelve lines per page : one would 
30 
expect eleven or thirteen but not an even number. Dayani in his 
description of this manuscript calls the script 'reyhän_mutavassat' 
or 'medium ra hh n' e However it has little in common with any of the 
varieties of revhLR and resembles very closely the high-quality 
Damluke naaakh that we have seen in the work of SihädhT bin Mubamnad 
and Ahead al-Dimasingi. In all the examples gold naskh is finely 
outlined 9 the eyes of the letters being filled in with blue . As in 
the case of all naskh of this type , including the earliest Mainluke 
31 
example of 1307 9 aZaf , , stn etc have deep fu11-bodied 
curves below the line. In the course of our researches we have come 
aoroas no Iranian examples of this type. 
b) Illumination: The manuscript opens with a double frontispiece 26.2 
Which combines great beauty with perfect execution and rigid control. 
In the central panel is a single star-polygon the nucleus of which 
is a mesh. The arms of the figure are filled with single gold palm- 
ettes tipped with a black and gold spear-head. In the four corners 
of the panel are green , white and blue lotuses . Around this panel 
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are gold blossoms on a gold ground, the floral elements outlined in 26.3 
black. The same technique is employed in the outer area where all 
panels on the page are encompassed. The blossoms in this case are 
lotuses of a decidedly Chinese type. Between the central panel and 
this border is a band of rare white strapwork 
32 
At the top and bottom are oblong pa ä. s with inscriptions in gold 
kafic , which we shall examine shortly. Under the inscriptions are 
fine white arabesque scrolls on a blue ground, the whole being con- 
tained in single-lobed cartouches The final outer border is comp- 
osed of unusual alternating palmettos. One is made up of two palm- 
ettos , one above the other. The lower one has a black background ; 
the upper a green one. The second is within a large shield-shape 
on a gold ground. Much of this detail ocours in the Sultan S hacan 
Qur'ans. When we come to deal with those manuscripts we shall refer 
again to the Bastan Qur'an. 
These opening double pages are the prelude to a manuscript which 
is of great art-historical interest s 
1. Apart from a3 Qurlan in the Al-Asher library-it contains the earliest 
Damluke example of full chinoiserie, 
2. It is the first example of the single star-polygon composition with 
web or mesh interior which became so popular in the Shacbän period. 
3. It is the earliest-Icnowrn example of a goldwchinoiserie-on-gold 
border in a Mamluke Qur'an 
4. It is the earliest example of fully-developed strapwork with col- 
34 
oured squares in a Mamluke Qur'an. 26.4 
5. It marks the appearance of a new type of decorative kufic. 
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1. The earliest example of chinoiserie in Mamluke art is found on the 
kursi which is dated 728 / 1327-8. Some sig- of Al-Nlsir Muhammad 
3 
nificance is attatched to the fact that this co-incides roughly with 
36 
the appearance of the Hamadan Qur'an in : Cairo. Hoipever , chinoiserie 
elements in that manuscript are by no means as prominent as one is 
often led to believe. For example, lotuses do occur in Juz' 19 and 20 
37 
but peony blossoms do not appear anywhere in the Qur"an. 
The lotus blossoms in the Bastan Qurlan are gold or coloured in 
in blue, white and green. In some of the medallions at the ends of 
surah-headings are fine multi-petalled peonies. 
2. The first Mamluke examples of the geometric frontispiece in the 
form of a star-polygon occurs in the Qur"an of Baybars al-S shancr. 
3O 
These are all the work of Sandal and a re quite loose in composition . 
and execution. There is a lack of geometricity at their hearts. The 
multi-pointed stars at their centres are always filled with free- 
flowing arabesque scrolls I composed to fill the requisite space 
according to the whim of the painter and not according to the 'logic' 
of the total pattern. Furthermore there are several different types 
of fillers and grounds. These features occur in both the work of 
Sandal's pupil and in that of Ahmad al-Mutatabbib. 
In only one earlier Mamluke Qur'an do geometric elements penetrate- 
right to the ncleus of the trellis : in TIM4 Ms 447 dated 1314 . which 
we have suggested has some connection with Syria. In the Hamadan 
Qur'an we do find the nuclei of compositions formed by conjoined 
39 
palmettes which mesh at the centre to form a tight web, Whether there 
is any connection is unclear. 
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3. Gold decoration on a gold ground seems to have been"a shortlived 
phenomenon 9 although there are examples in earlier kufic Qur'an:;. 
In the Bastar manuscript this takes the form of a band of semi- 
naturalistic chinoiserie running around the main composition. Hither 
41 
to the best known example of this has been Cairo Ms 8 dated 1356, 
perhaps commissioned by Sultan Hasan. But there is also a related 
42, 
Qur"an Cairo He 7 which uses exactly the detail on the frontispiece. 
The latter dates from around 1369. 
4. Strapwork is perhaps the single most constant feature of Mamluke 
Qurfan illumination. It is not a single uniform type , though we 
can trace certain patterns over several manuscripts. Strapwork 
is highly complex though with one solitary exception it is always 
plain and never includes coloured squares before 1339. The exception 
is in the Baybars Qur'an where some of the work of Muhammad bin 
Mubeºdir exhibits this feature. In the opening and closing pages of 
text of the Bastan Qur'an orange squares are inserted into the 
bands of strapwork. 
5. Two varieties of kufic are used. The essential difference between 
them is the shape of the alif White kufic lacks the projecting spike 
that it has in the gold variety. In addition to this the white kufic 
is narrower and more slender. Only gold kufic has diacriticals. In 
both types the final strokes of caf, sIn, nn n etc are exaggerated 
to swell at the tip. 
Kufic of the earlier part of the century is heavy ' bold and 
generally free from distortion 9 though kafic inscriptions are 
always individualistic - no two artists produce them in exactly 
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the same way. They are therefore a very useful method of. identifying 
artists. In the period of Sultan Shacbän kufic inscriptions become 
extremely idiosyncratic 9 often almost 'baroque' in appearance , with 
the tips of letters swollen into bulbous projections and sometimes 
done in the shape of hands or feet. The' inscriptions in the Bastan 
manuscript show the beginnings of this distortion and form a half- 
way stage between the two types. In the manusoript gold kufic is 
always written over white scrolls and white over gold. 
There are several other ways in which the manuscript anticipates 
later developments. All of the pages are surrounded'. by a border 
which ' in this case, consists of a tooth-and-dash pattern with a 
gold line on each side. The same border surrounds all surah- 
headings. The traditional colour scheme of Namluke Qur'ans prior 
to this date is expanded to include green and black on a large scalc 
In the Baybars Qur'an green is used önly onoe: in the 'fifth part ill- 
uminated by Sandal. It also appears in No 447 ' dated 1314 9 in the . 
TIPS. But the Beaton Qur'an is the first that we know which uses 
green conistently in the illuminated areas. 0Ashara symbols in 26.5 
the margin have borders of fine Bair-line strokes. This is a relat- 
ively common technique in the East 9 but rarely found in e ºuseripts 
of unquestionable Wamluke provenance at this time. One example of 
its use does occur No 1473 in the Chester Beatt Libr 
43 
y ary a manuscript 
whose colophon specifically states it to have been made at Tripoli in 
1323. The same Qur'an has blue 'fingers' around the khamaa symbols 26.6 
and these also appear in the Bastan Qurlan. There are other features 
whhich we shall examine when they become relevant. 
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The origins of the manuscript. 
The manuscript is of some considerable importance ' marking a def- 
inite break with the past and heralding some of the developments that 
were to come several decades later. Unfortunately we have no indic- 
ation where It -was written ' nor for whom. There is , however, a 
roughly contemporary manuscript which is fully documented. 
The work in question is not a Qur"an but a copy of the Four 
44Gospels, 
dated 1340. It is No. 90 in the Coptic Museum, Cairo and 
was published in some detail many years ago in the catalogue of 
ma uscripts to the museum. It is a fine copy. Although paintings 
were added in later years the original decoration is complete and 
this is almost entirely Islamic in conception. Coptic manuscripts 
have their own tradition stretching back to the beginnings of Chris- 
tianity in Egypt. But on occasion Coptic artists used Islamic dec- 
oration as their model and this can often be used to fill in gaps 
45 
in our knowledge. There are no Qur'ans from the first half-century 
of Mamluke rule in Egypt and were it not for the existence of Coptic 
Christian material we should have little idea of bbw. . Mamluke decor-r, 
46 
ation looked, prier to* 1300. 
If we examine the opening pages of illumination in the Coptic 27.1-2 
manuscript we can see that exactly the same type of kufio is emp- 
toyed. It is virtually identical to the white variety in the Baatan 
manuscript. Similar gold strapwork with intervening squares is used 
and , perhaps most important of all the same COX-on-gold decoration. 
It is true that the blossoms are not obinoiserie lotuses but the method 
is nevertheless the same. What the page ' and indeed the entire manusc- 
47 
has most in common with the Bastan Qurfan 9 is not so much 
detail but 
al. 3 
the precise 9 highly accomplished exeoution - Crory different to the 
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the rather casual technique of Ahmad al-Mutatabbib. 
The Gospels have an exact provenance. According to the certifi- 
cate of commissioning 
the 
manuscript was made for a Coptic cleric 
in Damascus during the primacy of Anba 1lutrue,, metropolitan of the 
Copts in Jerusalem and Syria. in the year. of the Matyre 1057 / 1340. 
It was written and collated ( rüiw 
cala_lae1 ) by a scribe whose 
name is given ass L4#f*L1sh, (Fig 17). 
This would suggest Damasous as the place of origin of the Dastan 
manuscript. The workmanship of both it and the 1340 Gospels is in- 
finitely superior to that of manuscripts which we know to have been 
made in Cairo in the third decade of the fourteenth century. Both 
have important decorative detail in cocoon and there are several 
other manuscripts from Syria , notably Chester Beatty No 1473, with 
elements that appear in the Bastan Qur'an but not in Egyptian work 
at this time. Some of the detail in the Bastan manuscripts ' such 
as the coloured squares inserted into etrapwork had been present 
49 
in Iraqi work for several decades prior to this time and it is nat- 
ural for this to have appeared in Syria before being used in the 
illumination of Qur'an made, in Cairo. 
In the second part of this chapter we would like to examine some man- 
uscripts which illustrate the complexity of the study of Mamluke Qur'an 
production in this period and indicate further links with the East. 
3. The Qur'an Iubärak-Shah al-Suyüfi. 
50 
This manuscript is now in Topkapi Library ' Me Y 365 
(Y 2468). It 28.1 
is of medium size , 37 x 25cm ' and consists of 
251 folios of superb 
black rayhann ' fifteen lines to the page. Despite the large number 
of lines on each page they are in no way cramped, On the contrary 
every page has a perfect balance and symmetry reminiscent of the 
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hand of Ahmad bin al-Suhrawardi. 
The work of the calligrapher and artist. 
)bärak-Shäh bin Ahmad al-Dimashgi al-Sýuf! and the calligraphy-; 
The Qur'an has a large colophon presented in a rather un4sual way for 
a Maunluke manuscript. It is written inside a large square with a 
gold strapwork border with blue. squares after the fashion of several 
of the 'ISqüt' Qur'. ans. The inscription ' which is of considerable 
importance reads as follows : 
The copying of the Noble Qur'an was completed at the hands of the 
feeble slave , in need of the pardon of God and His forgiveness , 
Mubärak-Shah al-Sgynft in the first 0asbr, 
51 
of Ramadän the blessed 
744 / January 1345 , in Cairo the viotorious, praising God , exalted 
be He ' for His abundant bounty and granting of excellent well-being, 
praying for the Prophet and his Pure House etc, (Fig 18). 
The name given is that of one of the famous pupils of the'sittah' 
though he iti named by some authorities as actually having been 
a pupil re great master himself. Like all of the legendary 
calligraphers of the fourteenth century he remains a shadowy figure 
about whom conflicting information is given sa person like the 
others , of whosin exact name we are not altr, i; jther oertain, and 
of whose life L even ' "th-place we know ,, aotically nothing. 
Most of the authorities '. i calligraphy refer to him . He is to 
be distinguished from his namesake Muberak-Shah bin Qutb, According 
52 
to haart on the authority of ldustagtm. Z dah in the Tuhfah-iri 
Khatt- 
28.2" 
53 
n and 
aAll Efendi in the läunägib-i Hunarvarsn both Nubarak- 
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Shahs were pupils of Yagnt. Huarts biography of Al-Suyufi tells us 
as follows: 
54 
... fut unique dans l'dcriture rayhani : part il etait ausi habile 
a manier le sabre que la plume. I1 prit part ä nombreuses guerres. 
Soyoufi tire son surnom ethnique d'un village des environs de Nich- 
apour, dans le Khorasan ; il vecut a ßasora .., avert 735 
/ 1334-5. 
55 
According to Muatagim-Zädah the calligrapher was of Baghdadi origin: 
56 
Faza'ili on the other hand says that he was from Damascus 9 adding 
that Yahy al-Jam-mli al-Sufi was one of his pupils. In the Salar 
s 
Jang Collection; Hyderabad, there is another Qur'an ' also stating 
that it was written in Cairo and giving the 
Mubarak-Sb h bin Ahýaad al-Dimashq; al-Sukyi 
instance we have of his name in full as all 
refer to him as Nubarak-Sh7sh al-Suyufi. It 
of Faza'iii that the calligrapher had some 
full name of Al-Suyuft 
ifr, This is the only 
of the historians simply 
confirms the statement 
links with Syria 9 in-so- 
far as there was Damascene ancestory in his background. Whether 
the nisbah 'al-suyufi' is related to his prowess in military matters 
or merely refers to the village near Nishapur. is impossible to say. 
If the latter is correct then it 4ould imply that his ancestors came 
from Damscus to Iran and that he was born in Nishapur. We are inclined 
to doubt this. Under normal circumstances when two place-awes - 
or more than two - appear in a personts name this means that he orig- 
inated in the first and then moved to the second. 
All authorities ' ancient and modern , are agreed that Mubärak- 
Shah was famous as a master of ravhan, Our manuscript is a partic- 
ularly fine example of that hand, and one of the best examples of 
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from the first half of the fourteenth oentury. It is a, particularly 
elegant variety of this script. Ae we have pointed out, rayhan was 
not a script especially favoured by the Kamlukes ' thus it is unlikely 
that the calligrapher could have arrived at this degree of excellence 
in Cairo or indeed anywhere in the Namluke domains. Wub; rak-3häh we 
are told by all athorities worked in the East where he would have 
perfected this hand without difficulty. 
None of the mnslim historians of oalligraºpby mention a visit by 
Xubarak-Shah to Cairo. There is no reason Why such a visit should 
not have occurred. As we have seen , the information given in the 
later histories is exceedingly meagre for the early fourteenth cent- 
tury : even the correct names of major calligraphers like Ibn al- 
Suhraward! are not given and we know of them only by accident. Thus 
if the manuscript were a later forgery - or facsimile - depending 
on ones point of view , it would have been inviting suspieoion to 
mention Cairo ( of all places) in the colophon. Baghdad , Damascus 
or arty Iranian city would have been far more logical. Thus we believe 
that this manuscript is a true example of the hand of Al-SuyüfT and 
adds a new piece to the jigsaw of his life. 
A reconstruction of the career of Wubarak-3hhh al-Suyuft. 
On the basis of his existing biographies 9 and on the basis of the 
two Cairo-produced"Qur' ans we would tentatively reconstruct ltubarak- 
Shäh's career as follows: He was born in Damascus . trained in Dagh- 
dad where he became a master of rayhän , possibly under the guidance 
of Yägnt. He seems to have spent some time in Iran. If he was the 
teacher of Yahya al-Sufi he must have been in Tabriz or possibly 
41 0 
Shiraz , where we know Al-Sufi worked in the thirteen-forties. 
He is supposed to have had a penchant for military matters : an 
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unlikely pursuit for a calligrapher - and a rather dangerous one 
in the troubled circustances of Iran at this time. Nevetheless, 
there may be some truth 
ýn the story , since Al-Süfi with whom 
he is linked was the protege of the Ilkhanid war-lord Chnpän 
58 
Soldus , who died in 1326. In those days there would have been 
0 
plenty of opportunity for a man to develop his military talents 
in the interfamily fette whioh errupted as the Ilkhanid empire 
went into decline. In 1344 we find his in Cairo to which he mast 
have travelled by way of Damascus. Of his work we have only the 
two Qur'ans above mentioied. There is a treatise by him which 
was in a private collection in Tehran'at the time Faza'ili wrote 
59 
his Atlas-i Khatt. Al-3uºüf was almost bertainly not an illum- 
inator. All the evidence', that we have suggests that in the first 
half of the fourteenth ofntury outstanding masters of oalligrapby 
confined themselves to that art alone. Of the four leading masters 
working in this period , whose productions we know to be genuine : 
Ibn al-Wahid, Ibn al-Suhrawardi, Yarns al-S ft , or feel that there 
is a very good possibility of their being genuine s Arghun al-Kamilt, 
not one was responsible for illuminating the Qur'an, or Qur'ans, which 
bears his name. In each Oase the name of an illuminator is given. 
b) The illumination: The fact alluded to above, we believe, explains 
the enigma of the illumi$ation in this Qur'an. The manuscript is 28.3 
superbly illuminated and is of a quality comparable to the Dastan 
Museum / Coptic Museum ma uscripts. Thus the illuminator is un- 
likely to have been a Cairo-trained painter 9 as all evidence points 
to the decline of Taurean illumination in Cairo from 1330 to 1350" 
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It is more probable that the illuminator was either Syrian or 
Iraqi. However , the matter is unfortunately not quite so easily 
explained. Apart from the fact that the Manuscript has some odd 
features, like the absence of any opening pages of illumination, 
there are major elements in the decoration which do not occur in 
wiy liamluke Qur'ans before the early thirteen-seventies , in manu- 
scripts associated with the painter Ibrählm al-Xmidt. This man, 
we believe, was a major figure in the field of Qnr'an illumination 
in Cairo under Sultan Sha0ban and responsible for the introduction 
of many new elements from Iraq and the East. He was also responsible, 
we believe it can be shown, for the illumination of atleast one Qur'an 
bearing the name of a member of they iittah' : lkbärak-Shäh bin Qutb. 
. 
We shall have more to say about the illumination of this manuscript 
when dealing with the work of Ibrähhm al-lmid! in the final part of 
60 
this study. 
4ý The Emir Sirghitmish al-Wasir3 and the Qur'an of Xubärak-Shah bin 
0Abdallah. 
61 
National Library Cairo Me 60 is a large, almost-complete thirty-part 
Qur'an bearing the wagf iyyyah of the Emir Sirghitmish al-tTasiri end- 40 0 
owing the manuscript to his madrasah in 757 
/ 1356" It has been exh- 
ibited in part at least once and has been considered as Mainluke hith- 
erto. Each pert is written in magnificent mix e, five lines to 29.1 
the page , with all vocalisation , like 
the script, in black. The 
Qur'an is finely illuminated on the opening pages of text . though 
there is little additional decoration in the text. Surat-headings 
are in gold r without surrounding panels and the final pages 
of text in all volumes remain unadorned. Each uz' measures 38 x 
27cm. 
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a) The oalligrap1y: Ths:; ssnuscript bears a signiature in its final 
volume on the last page 
62This follows immediately after Surat al- 
Nas in the identical muba qaq stating the calligrapher to be Mubarak-29.2 
Shah bin cAbdalläh, According to an album of superb calligraphy com- 
piled for the Timurid prince Bäysunqur ; now in Topkapi Library , Na 
S 2310pMubärak-Shih bin 0Abdallah was one of the'sittah'. Although it 
seems unlikely, since no one else mentions him ' it is quite probable 
that there was a calligrapher of this name who was a pupil of Yi t 
though not one of the'sitta : ', The compilers of the album were work- 
ing within a hundred years of thelsit tah' when there was much inform- 
ation around . probably mostly oral , on the old masters, 
There is a striking resemblance between this calligraphy and that 13.1 
of Ibn al-Suhrawardtt in Qur'an A (Baghdad). Both employ exactly the 
same type of mu a verging on thultb in thirty-part Qur'ans with 
a five line per-page division, Vocalisation is black throughout in 
both cases. A number of a zä' finish in exactly the same way as 
63 
the final one in Cairo No 60, 
b) The illumination: Illumination , like script, is of a high quality. 
There are no frontispieoss and the main areas of decoration are the 29.3 
thirty opening pages of text. The dozen or so that it was possible 
for us to examine show considerable variation. There seems to be 
little connection between the illumination of many of these opening 
pages and earlier l4amluke decoration in Qurlans. But several para- 
llels appear between it and that in Iranian Qur'an from the first 
half of the fourteenth century. The entire layout and decoration of 
the opening pages to Parts 11,20 and 28 is identical to that in a 
single uz' from a manuscript in the Chester Beatty Library , ascribed 
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64 
wrongly to Yagnt, but clearly Iranian, No 1471. There is also a 30.1 
close resemblance btween these pages and the opening pages of 
several ajz' from another Iranian Qurfan in the same library 
65 
dated 1334. In most of the ajaa` examined there was no strap- 31.1 
work ;a feature uncharacteristic of Kaml, uke Qur'ans but found in 
Iranian ones. Some other details , such as the use of 
the wave-diaper 29.4 
patterned grounds and a treble-dot motif over hatched grounds 
are commonly found in Ilkhanid Qur'an. In the body of the text 
there is a very distinctive kbamse, symbol with a petalled 29.5 
border in dark and light blue. This is found in manuscripts of 
66 
the thirteen-forties , almost certainly attributable to Baghdad, 
though this particular colour-combination occurs in the Qur'an 
of 1338 made at Karaghah'and now divided between the Chester Beatty 
Library 9 ids 1470 and the Boston Museum of Fine Arts, Mss 291 57-8 
History of the manuscript. 
A11 we know for certain about the history of the manuscript is 
that it bears the wagf is h of the Emir Sirlhitsn sh al-Nasiri. 
.. 
This wagf h which appears to be in all volumes reads as follows: 
The slave in need of the aid of God, exalted be Hei Sirghitmish has 
endowed in perpetuity all of this blessed portion for those ocoupied 
with the Noble Wisdom and on those residing in the Hanafiyyah Madrasahý 
" 
near the mosque of Ibn Tulun . built by the High Abode . that they 
might benefit by that , in using it and copying it night and day. It 
" 
should not be removed from the above-mentioned meddrasah 9 neither 
sold nor pawned etc., (Fig 19). 
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The wagf i yyyyah is not dated but we know that the emir built the 
mad ra_ah in 757 / 1356 
68 
so the manuscript was presumably endowed 
69 
at that time. Al-Safadi. Negrisi and Ibn Hajav all give accounts 
of the life of this emir"t who had the distinction of being bought 
by Al-Näsir at the highest price ever paid for a mamluket Sirghitmish 
appears to have been a cultivated man. Be was familiar with Arabic 
and had interests in both grammar and Eich. He calve to Cairo in 1336 
and rose to prominence during the short reign of Al uzaffar Rajji, 
1346-7. There are two points in the accounts of his life that MAY 
have some bearing on the Qurtan. Sirghitmish may have been a prac- 
tieing calligrapher. Ibn Hajar quotes A1-Safadt as seeing some lines 
in his hand on the wall of the Sultaniyyeh Nadrasah in Aleppo , where . 
he was governor for a time, Secondly all authorities refer to his great 
fondness for the company of Iranians s 
... he cultivated 
the Iranians , honoured and exalted them exceedingly. 
(Appendix 3, i) 
After his downfall there were attacks on Iranians who had been assoc- 
iated with him . or just happened to be living near his house. What 
better gift for a cultivated man interested in grammar , perhaps a 
calligrapher, and an Iranophile than ä tine Qur'an by a pupil of Yäqüt. 
Perhaps , on the other hand, the manuscript was the work of some of 
the emir's Iranian proteg(s , living in the madrasah founded by him. 
It is difficult to do more than speculate. Of two things we can be 
certain. First the manuscript , wherever it was copied is in a type 
of script that was shortly to become extremely popular in Cairo. After 
e -dali this date all of the finest Qur'ans are in this same mu aqqq 
style. Secondly there is undoubted Iranian workmanship in the illum- 
ination that can be seen in earlier and contemporary manuscripts from 
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Iran. 
Summary* 
The four most completely documented manuscripts in this period which 
cover the end of the reign of Al Näsir Muhammad (d. 1341)until roughly 
the second period of Al Näsir Hasan (1354-61). None of the manuscripts 
examined can be associated with any Namluke ruler and only one bears 
an inscription enabling us to link it with an important figure. 
The position in Egypt and Syria at this time as far as Qur'anic 
calligraphy and illumination is concerned is broadly as follows. The 
style of Sandal continued but in a debased form in Cairo until about 
1345" In Syria it f&V have oontinued until the same time in a more 
superior form. At approximately the same time we have the appearance 
of a number of superbly illuminated Qur'ane and related manuscripts 
which seem -to herald future developments in Cairo and have links with 
wwork produced in Iraq and Iran. These can be positively attributed 
to Syria , almost certainly to Damascus. 
Between 1345 and 1355 we have two outstanding manuscripts ' both 
of which can be associated with Cairo and both of which are superior 
from the point of calligraphy and illumination to anything produced 
there from the time of Sandal and Aydughdi ' 0.1320. Both have strong 
links with Iran and may be the work of Iranian or Iraqi-trained masters 
working in Cairo. There is a strong argument for believing that one 
of these q the Qur'an of Sirghitmish 9 may have had some influence 
in popularising the mqýjali style , because it is immediately 
after the appearance of this manuscript in Cairo that mu qag-jali 
began to be used for every major Qur'an. Like the earlier Qur'an B. iii 
(Hamadan) which had been in Cairo for several decades this one states 
in its wagfiyyah that it should be copied. The former 9 as we have seeng 
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was in rhan and in a complex and unusual format s the'later one ftv- 
is far more 'orthodox'. Whereas the former ' we believe, had no 
influence on the. development of calligraphy in Mamluke Qur'ans , 
this one , we suggest, probably did. 
f 
Chapter Five : Iraq and Iran 1320--1345. 
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During the initial decade of the fourteenth century there were 
two distinct groups of Qur'an manuscripts. First there were the 
'royal' 
Qur'ans : secondly there were the smaller , more modest , usually single- 
volume copies which normally lack any certificate of commissioning or 
the name of a patron. 0 
What we would like to do in this chapter is to examine the most 
important manuscripts , and in particular groups of related manus- 
cripts produced in the period betweo the death of Oljaytu and 
the creation of the Qur'an of Täs1I-Khatun in 1344. We shall deal 
with manuscripts made in ' or attributable to Baghiad, Shiraz and 
Tabriz. 
1. Ký Qur'ane by Arghün al--Kämilt and Muhammad bin Sayf al Din. 
a) Arghin al-)Twill and hie work = We are fortunate in having a group 
manuscripts from Baghdad , evidently produced by the saw team over a 
ten year period which enable us to trace developments in the third 
decade of the fourteenth century in Daghod. This group of works , 
hitherto unknown, consists of five complete Qur'ans and a fragmentary 
ome , All are signed 
by Arghnn al-T mi it , ones aof thel sip ttah' and all 
but one are illuminated by the same 'painter whose nass is given. These 
manuscripts are as follows s' 
1. TIEK No K 202. Complete single volume Qur'an dated 720 / 1320. 
2. Topkapi Library Ms EH 151. Complete single-volume Qur'an dated 
730 / 1329-30. 
3. Bayazit Library, Istanbul, me 8056. Complete single-voluIM Qur'an 
dated Sr 738 / August 1337 
llrý 
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4:. TIEM. Me K 452. Complete single-volume Qur'an dated 741 / 1340--1. 
2 
5. Chester Beatty Library We 1498. Undated fragment. 
34 
These Qur'ans are all in rabn and signed by Arghün. The first four 
}gate ögsplete colophons giving his name in various forms, (Fig 19 a- 
d ). As with most members of the 'si tttaah' biographical information 
is meagre. He is described by some authors as Turkish , by others 
as Persian. He is said to have been born in Iraq 
°Ajaaü and brought 
5 
up in Baghdad ''turki'L-asl 
carabi'l-adab' 
9 where he became expert 
in all the classic hands 9 but especially "`mubaqqaq T'ý and r_a _. 
In 
Qädi Ahmed he is said to have been the author of the inscriptions 
in two madrasahs in ]Baghdad : the NrimaI ah and the #one beside 
the bridge'. Some doubt is cast on this as the first was not built 
until 1356 
6, 
eleven years after Arshnn's supposed death. However, as 
we have seen historians are by no means accurate in these matters. 
He is said to have copied the Qur'an twenty-nine times. 
All of the manuscripts above-mentioned are in rariieýn , Arghun' e 
speciality ' although he is said to have been the master of every 
hard. None of them give Baghdad - or any City - as their place of 
but as be is reputed to have lived there it is justifiable to assume 
that they all come from there. 
All of the manuscripts date from the period in which Arghün is said 
to have lived and three are by the same illuminator whose nams is 
given in the Bayasit Qur'an. Two other early fourteenth century works 
by famous calligraphrs are signed by illuminators and this is part 
of the reason for our believing them to be genuine. We can only assume 
that the painters deliberately wanted to draw attention to their assoc- 
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iation with these famous calligraphers and would have been unlikely 
to have put their names to something that they ]new to have 
been a 
forgery, particularly if that manuscript were being sold for a large 
sum. If a facsimile , or deliberate forgery, wag produced 
there was 
no need for the illuminator to sign the manuscript - and 
this was 
the normal practise. Wby should a painter have wished to draw attention 
to himself unless the authenticity of the Usnusoript was beyond quest- 
ion? Thus, in ow opinion , the chances of at least the last four of 
the Arghün manuscripts bsiM genuine are quite high. 
The manuscripts are all in an excellent rayhän with black vooalis- 32.1 
ation, p The script in the Chester Beatty pages is somewhat larger than 
that in the other copies , but all examples follow the type usually 
associated with Yaqut. All copies except the first have thirteen 
lines of script to: the page. 
7 
b) The work of the illuminator , Wuhamsad bin Sayf al Din al-Naqqash: 
Those manuscripts copied between 1329 and 1341 are all illuminated in 
the same style. In one of these 9 Bayazit Library Me 8056, the name of 33: 1- 
the painter is given in panels above and below the colophon 9 just as 
we see the name of Muhanmad bin Aybak in several parts of Qurvan A 
(Baghdad). Apart from these manuscripts we have no other examples 
of his work. Nevertheless ' with the exception of Ibn Aybak ' he is 
the only painter whose activities we can trace in Iranian and Iraqi 
manuscripts over more than one manuscript at this time. 
He was an excellent and inventive designer :a master of both 33.2 
'traditional' compositions and those we have not seen before. The 
earliest of the traditional type oocurs in the Bayasit manuscript 
and consists of a star-polygon with projecting arms. Although the 
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theme is familiar the overall pattern is not one that we have noted 
elsewhere 
8 
In the centre is a rosette or blossom -a device for which 
the painter shows a great fondness. At the extremeties of the central 
pattern , against the outer edge, are more petalled motifs. 
These also 
appear at the ends of the panels containing kufic inscriptions. All 
panels are surrounded by an outer border of gold palmettes alternating 
with blue, green and pink lotus-like blossoms and a blue and gold 
palmette. It is unusual to have three elements in a border. The two 
latter are used in the borders of the marginal medallions. Such palm- 
ette-and-blossom borders to medallions occur in Qurtans made at Bagh- 
9 10 
dad and Tabriz , before 1316 but are not found elsewhere prior to 1337. 
In the TIEM manuscript of 1340-1 the same star-polygon appears in 34.1 
the opening illumination but this time filling the entire rectangle 
and not truncated. In the central area and in the border are numer- 
ous polychrome blossoms. In the outer margin , the medallion is 34.2 
surrounded by petals of light and dark-blue ' in a very distinctive 
combination. Muhammad bin Sayf al Din was especially fond of this 
colour combination and employs it often in his work: 
l 
The painter's undoubted Ipiece de-resistance' occurs in the Topk- 35.1 
api manuscript, las EH 151, dated 1329-30. It is made up of a central 
rectangular panel containing two swastikas with linked arms set at 
an angle. Both swastikas and the surrounding areas are decoarated 
with a simple gold vine-scroll. The triangular spaces around the 
swastikas are filled with half and quarter-circles containing palm- 
ettes. Around the central panel is a wide border with oval cart- 
ouches bearing arabesque decoration, and between them are circles 
with rosettes in light and dark-blue. In the four corners are square 
panels with quatrefoils and between them inscriptions in gold thulth. 
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The final oater border is made up of blank palmettes, on an un- 
decorated -ground. We find the aase feature in the manuscript of 
1337. As far as our researches permit us to say , it appears that 
only other example of this in fourteenth century Qur'ans prior to 1.9 
this date occurs in the work of Ibn Mubädir. It provides another 
link between that artist and the East , probably Baghdad. It 
is 
also interesting that although the use of the swastika is relatively 
frequent in Islamic design , its appearance in Qur'an 
illumination 
is rare. However it is used in the work of Ibn 1[ubaidir as well as 
Muhammad bin Sayf al Din : we can see it in the backround to the 
colophon page of Bart 2 of the Baybars Qur'an. In the same volume 
corners are squared-off in a distinctive manner , just as we see 
in the Topkapi manuscript of 1329. 
Turning to the remainder of the manuscripts illuminated by Muh- 
0 
ammad bin Seyf al-Din we can see that he was fond of a number of 
motifs that occur repeatedly in his work. To contain inscriptions 
he often employs a motif ending in an eight-pointed star-shape. And 
at the end of each panel the shape is repeated in the form of a half- 35.2 
star which is always filled with a rosette or blossom. Throughout the 
manuscripts surah-headings are frequently written in oartouches of 
boldly-irregular shapes and very often culminate in a particularly 
distinctive marginal palmette. These occur in three of the four 
Qur'ans by Muhammad bin Sayf al-Din. The palmetto consists of multi- 34.3 
petalled blossoms in dark and light-blue with some of the petals end- 
ing in curling points, It is always joined to the eurak-panel by 
a single slender line. 
The collaboration of Muhammad bin Sayf al-Din and Arghun al- 
Kämili is only one of three such'teams' known to us in Iraq and 
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Iran in the first half of the fourteenth century : the others being 
Ibn al-Suhrawardi and Muhammad bin Aybak ' and Yahya al-Sufi and 
Hamza al-0Alawi. In each case the Reamer worked together over per- 
Tods lasting from two to ten years - perhaps even longer. 
We cannot be certain the Muhammad bin Sayf al Din worked in Baghdad 
like Ibn Aybak , but the chances that he did are quite strong. His 
ouvre shows some links with the work produced there in the early 
years of the century. It is more notioeble however, for several 
features which we do not see elsewhere. The painter was familiar 
with traditional patterns yet at the same time introduces some 
quite striking new compositions. Unfortunately, we have no idea 
for whom any of these manuscripts were made. It was just at this 
time that the Jala'irid, Sultan Hasan-i Buzurg was in the procoess 
of consolidating his hold on Baghdad ' following the collapse of 
Ilkhanid power with the death of Abü Sao! d in 1335. At least one 
of the Qar'ans might have been made for the Jala'irid monarch or 
some member of his retinue. If so there is no documentary evidence 
to say whom. 
2. Tabriz : the Tai ss ur' an of the I Lixnuch! s Lady'. 
Among the Qur'ans of the Chester Beatty Library are the remains of 
a once-magnificent manuscript. copied in thirty parts, Me 1469 a-d12 31.1 
Recently two further parts were sold in Sothebys. The various apsa' 
are as follows: 
Chester Beatty Library No 1469 a. Juz' 8, copied in Shawwäl 734 / June 
1334. 
Chester Beatty Library We 1469 be Jus' 11. copied in Shawwäl 734 / June 
1334. 
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Chester Beatty Library Ms 1469 o. Juzl 16, copied in Shawwa1 734 
/ 
June 1334. . 
Chester Beatty Library No 1469 d. Juzl . 20. 
13 
Ex-Sotheby No ( 27.4.82. Lot 207) Jus' . 
21. 
Ex-Sotheby Ms (27.4.82. Lot 208) Just 26, copied in Shaw%i1 734 / 
June 1334. 
Chester Beatty Library Mo 1469 e. Just 27. 
a) The calligraphy : Each just measures 36 x 25cm . The text is 
written in elegant thult r hän ' gold with blue vowels a typical 
Iranian colour combination. There are five lines of script on each 
page. All of the parts must have bourne-the identical date. In several 
cases the final folios are missing or badly damaged. However both 
JJus' 8 and Juz 26 state that they were written in the month of June 
1334. All colophons are in a neat naskh hand and say as follows : 
Copied by the sinful slave Amir Häjj bin Ahmed al-S4yini ... (Fig 20a) 
It seems that the explanation of these colophons is that they were 
all inserted by the calligrapher at the same time ' and record the 
completion of the manuscript. Otherwise ' it is difficult to see 
how he could have copied out the entire manuscript , which is in 
a complicated mushacarah style in one month. 
In describing this manuscript in the catalogue to the Chester 
Beatty Qur'an collection , Arberry 
describes it as 'Wamluke'. In 
14 
this he has been followed recently by Atil , no doubt basing her 
opinion on Arberry. The mauscript is not Kamluke 9 but Iranian. 
Ram Qur'ans in gold with blue vocalisation are not a ltamluke 
phenomena . Several Iranian manuscripts are written in this wady 
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including some of the most famous , ie., Qur'an B. iii 
(Hamadan) 
and the 1344 Qur'an by Yahyä al-Sufi. The placing of a blue and 
gold border around each page is also an Iranian characteristic 
" 
though it does occur very occasionally in MamiLuke Qur'ans at this 
time. 16 
I 
b) The illuminations None of the aßäal have opening pages of ill- 
umination. Like the Qur'ans described in the final section of the 
previous chapter 9 illumination is virtually confined 
to the initial 
pages of text. The layout and illumination of these opening pages 
is virtually identical to several of the a sä' in the Qur'an of 
Sirghitmish. Two types of ground are used for the central panels 
of text : one is floral over red cross-hatchings with a treble dot 31.2 
motif ; the other consists of a wave-diaper pattern. Similar ones 
are used in the Cairo manuscript. That manuscript rarely employs 29.4 
an outer border of palmettes : this one does , but only of simple 
blue spikes. In the margin is a single pear-shaped medallion with 
arabesque decoration. The same device appears in the Cairo manuscript 
too. Some of the opening pages ' those on Juz' 21 for example have 
a chain-link border that does oocur in much later Damluke manuscripts 
but first appears in Ilkhanid work of the early fourteenth century, 
and virtually nowhere else. There is another fragmentary multi-part 
Qur'an in the British Library that has many features in common with 
the Chester Beatty one and which was probably made around the same 
time , Ms Or. 1339. 
History of the manuscript. 
The most important clue as far as the origins of the Qur'an are 
4 
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concerned is probably to be found in the name of the copyist. The 
name Amir Häjj does occur among the Dtamlukes , but there is no 
reason w1yit could not be Ilkhanid. The nisbah 'al-s inI' is 
unkown in Mamluke society : at least & -detailed examination of 
the annals does not reveal any person with that name. Säyin is 
16 
in fact of Mongol origin. It was one of the names of Bat-Khan 
grandson of Jenghis who died in 1225-6. Near to the Mongol 
capital of Sultaniyyah in Iran was a place called Qalcat Säyin 
17 0 
or Säyin-Qalcah. It is possible that someone with the nisbah 
'al-sayini' could have come from that area. However, in our 
opinion, a much more likely explanation is that the calligrapher 
associated in some way with the Ilkhanid visir Rukn al-Din Syin 
18 
a protege of the Emir Chüpän Solduz who was appointed in 1324 
and then executed by the amir in 1327. If the calligrapher was 
connected in some way with the late vizir then most likely that 
would have been in Tabriz the capital and it to that city that 
we would tentatively ascribe this Qur'an. 
By means unknown to us the manuscript was sent to Taizz in the 
Yemen at some stage in its history. Several a zä' have a barely- 
decipherable waq fiyyah which reads : 
This Blessed Section was endowed in perpetuity by our mistress 9 the 
19 
the noble lady of the Eunuch Jamal al-Din Farhan .... for those 
20 
who read the Noble Qur'an in the Farhaniyyah Mad raste established 
in Tacizz the protected.... (Fig 20b 
" 
The date of this madrasah is unknown but it was built in the second 
half of the fourteenth century so the Qurtan must have been endowed 
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between 1334 and 1400. The most likely route for it to have taken 
was via the Mamlukes 9 at some stage , 
though how is difficult to 
determine. 
3. Shiraz : the Qur'an of Täshi-Khatun. 
In the first half of the fourteenth century it is rare to come ac- 
ross Qur'ans which are fully documented. That is to say . that 
calligrapher ' illuminator , patron, date and place of production 
are all established beyond doubt. Such is the case with the Qur'an 
of Tashi-Khatnn ' most surviving a z' of which are today in the 
Pars Museum . Shiraz. 
Parts of the manuscript have been exhibited outside of Shiraz 
on a number of occasions : first in the Bastan Museum Qurfan exh- 
21 22 
ibition in 1949 , then at the Metropolitan Mueum in the same year 
and finally , most recently at the Qur'an Exhibition in London in 
23 
1976. 
No catalogue of the Pars Museum exists. During our visit there 
in September 1978 we were shown many parts which were supposed to 
be from this manuscript , all in a gold rah-like script but which 
on examination turned out to be from three separate Qur'ans. The 
fullest information on the manuscript appears to be recorded in 
the work Athar-i __&-jam, by Muhammad Nasir Shirazi , published in 
Bombay in 1896. According to this author of the Qur'an two parts 
were in the library of Ayatollah Aqa Hajji Ibn Yusuf Hada'iq; two 
were in the National Library of Pars (? ) , and three were 
in the 
24 
Pars Museum. Our researches have uncovered only four of these : 
25 
2,3,11 and 30. Unfortunately we have only been able to ascertain 
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the number of Juz' 11 : Me 456. These parts supply us wjth all 
the 
docuientatary information we need. The manuscript was written by 
the famous calligrapher Yahya al-Sufi and illuminated by Hamza 
26 
bin Muhammad al-°Alawi 
the circumstances of commissioning. 
.1 
There are two colophons in the surviving portions ; the earliest in 
Juz' 11 reads as follows: 
It was written in the days of the sultanate of the greatest sultan 
, possessor of 
the neoks of the kings of the World, user of kings 
36.1 
and sultans ' the Alexander of his time, quintessence of the elements, 
Jamal al-Millah way Dunja wall-Din , honour of Islam and the muslims 
Sha. ykh Abn Ishaq , may cod make his rule eternal , by the slave Yahyä " 
at the royal abode Shiraz al-Jamäli al-Süfl in the year 745 / 1344-5, 
(Fig 21 a) 
This important inscription tells us for certain that the Qur'an 
was made in Shiraz , which at that time was under the control of 
the Injuvid monarch Abu Isbaq ( 1343 - 54 ). In Jus' 3 there is a 
similar colophon. Niether of these actually state that it was Abu 
Ishaq who commissioned the manuscript 9 merely that it was written 
during his rule. It could be infered from this that the sultan was 
the commissioner 9 though the usual practise ' if this were the case, 
was for it to be mentioned I eg. kutiba 
bi-rasm or bi-amr . In fact 
the commissioner is far more likely to have been his mother Tashi- 
Khatun who endowed the manuscript to the Sbäh-i Chirtagh mosque in 
27 
Shiraz , which she renovated between 1344 and 1349. A wagfiyyah in 
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the manuscript tell us : 
This duz' together with the remainder of the thirty apzä' of the 
Word of the Lord was endowed to the exalted shrine of the greatest 
Imam and noble resting place of the delight of the eyes of the Pro- 
phets ' Ahmad bin Musa al-Rida, the peace of 
God be upon him , by 
the exalted lady ' sultan of the ladies of her time ' queen of the 
" 
kingdom of Solomon, Tashi-Khätün, may her greatness be prolonged, 
as an endowment in perpetuity. May God aooept it from her,, 
(Fig 21 b) 
36.2 
Ibn Batutah who visited the shrine in 1347-8 remarks upon the devotion 
28 
of the lady to the shrine of the Imaam. He tells us : 
Tashi-Khatün ' mother of the sultan Abn Ishaq , has built a large 
madrasah and zäwiyyah here in which there is always food for those 
coning to and those departing from Shiraz and where Qurvan readers 
continually read the Qur'an at the tomb. The lady is accustomed to 
go to the shrine on monday nights when the judges, fagihs, and nobles 
of Shiraz gather there ... When people arrive the Qur'an is recited 
29 
in its entirety from copies (ajz`). The reciters read in the, most 
melodious voices. Food is partaken ; the preacher then delivers his 
sermon. This occurs between the noon and evening prayers while the 
lady is in a room overlooking the mosque which has a window. Then 
drums and trumpets are sounded at the door of the tomb , as happens 
at the doors of kings. 
As the date of the Qur'an falls within the period of Täshi-Khatün's 
restoration of the shrine , it would seem to us highly likely, that 
it was she who commissioned the manuscript rather than her son. Though 
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he-may have commissioned it on her behalf. 
The work of the calligrapher and artist. 
a) Yahya al-Sufi and the calligraphy : There are five lines of script 
on each page of the manuscript which measures 50 x 36cm. It is a 
36.3 
" 
fine muhacgaq/rayhan , with many of the characteristics 
6f a classic 
mu a but with the fine vowels of rawh n. The letters are in gold 
outlines in black with some of the eyes of the letters filled in 
with black. Vocalisation is in blue. The text is within a blue and 
gold border on each page , as we see in Qurlan B. iii 
(Hamadan) and 
like the latter surah-headings are normally written in riqat on a 
blank ground. 
An odd feature of this manuscript is that Juz' 11 is dated 745 
wheras Juz' 3 bears the date 746. Although this may be an error 
it is not impossible that the calligrapher began with the shorter 
surahs when writing the Qur'an ' as is the custom when the text 
is being committed to memory° There is no reason why it should 
not have been done in this way. Normal practise however was for 
the calligrapher to begin with Juz' 1. 
31 
Yahya.. bin Näsir al-Jamali al-Sufi was reputedly a pupil of Ahmad 
19mi a pupil of Yäqüt and one of the 'sittah' according to some auth- 
orities and Mubärak-She, h bin Qutb and/or 1Mubarak-Sh7ah al-Suyüfi. He 
was a practising sufi , which explains his name. 
'Al-Jama-li'presum- 
ably reflects the reflects the patronage of Abu Ishaq whose throne- 
name was Jamsl al Din. Buildings in Shiraz and Najaf bore inscrip- 
tions by him , and one of these still exists. He was in the service 
of Emir Chüpän Solduz the famous Ilkhanid warlord 9 executed in 1326 
by Abu Sacid. He entered the service of the Injuvids and after their 
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t 
demise , the Muzaffarids. How this came about is not known. However 
Pir Husayn ' grandson of Chüpän, occupied for two years from 1339 
before being driven out by his nephew Ashraf. It was only after 
Ashraf's withdrawl that Shaykh Abu Ishaq took control32Perhaps 
Yahya was in the service of Pir Husayn and remained there until 
the time of Abu Ishaq. 
Other work by Yaba al-Sufi. 
There are several manuscripts and inscriptions bearing the name 
739 / 1338-9. There is another in identical hand in the Chester 
34 
Beatty Library dated 740 / 1339-40. All other items date from 
of this calligrapher. The earliest is a Qur'an in the TIEN dated 
33 
the time of Abu Ishaq. At the ancient site of Persepolis is an 
35 
_ inscription which records the visit of Sultan Abu Ishaq in Rabi° 
I 748 / August 1347. It consists of eleven lines of fine thulth 
now much damaged. The second is found in the Masjid-i cAtiq in 
Shiraz , where in 752 
/ 1351 it was inscribed around the upper 
36 
part of the Khuda khänah , or Bayt al-Masätif built by the Injuvid 
monarch. According to the Shadd al-Itiar ' written in 1388 ', there 
were many Qur'ans there by famous personalities of the past. The 
Khudä khhnah was built a repository for Qur'ans. Manuscripts were 
probably copied there too. Yahya al-Sufi+e inscription is reproduced 
in brick and is unusual because the interstices of the letters are 
filled in with glazed tile. 
The two manuscripts , TIER Ms 430 ' and 
Chester Beatty Ms 14759 
antedate the rule of Abü Ishaq in Shiraz. The whereabouts of 
the 
calligrapher at this time -1338-40- are unknown though 
he must have 
37.1 
38.1 
been at Tabriz or Shiraz. Both manuscripts are in an 
identical small 
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naskh. The sin of the basmallah is greatly extended and the curves 
of Uafpyal etc are prolonged for several letters. Tä' marbutah 
is invariably joined to preceeding rte' wäw, däl etc in a distinctive 
3 
ligature. It is a feature that does oocur in 'Y& t'. Qur'ansas well 
as in later manuscripts. In both manuscripts surah-headings are in 
rim . The earlier one has a line of thhuulth at the top and bottom 
of each page. 
Much of the decoration in the later manu*cript is Ottoman. The 
TIEM manuscript has exceptionally high quality illumination, but 
38.1 
of a type quite different to the work of Al -°Alawi illuminator 
of the 1345-6 Shiraz Qur'an or the 1334 Qur'an refered to in the 
last section. It is greatly superior to either. We shall discuss 
this manuscript in the final chapter. At this point let us say that 
if the manuscripts are genuine they must have been illuminated at 
a later date. 
b) Hamza bin Muhammad al cAlawi and the illumination: The final 
. 
IILZI of the Qurtan bears the signiature of the painter whose work 
is not known elswhere. There are no illuminated frontispieces , the 
manuscript begins with the text. The opening pages of text are ill- 
uminated. There are two lines of text in each case, within a white 
cartouche on a ground which may be hatched or decorated in some 36.4 - 
other way ' such as tiny semi-circles. Above and below are rect- 6 
angular panels surrounded gold bands ' plain or made up of strapwork. 
Perhaps the most interesting features occur in the upper and lower 
panels. These are in three sections , the middle one bearing an 
inscription over arabesque scrolls, the outer ones containing quat- 
refoil compositions. A distinctive feature is the very narrow borders 
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which runs around three 
squat palmettes or tri- 
Mamluke Qur'ans borders 
It is worth noting that 
the Sirghitmish aur'an 
sides of each page , usually made up of 
lobed blossoms. In earlier Iranian and 
tended to much more elaborate and deeper. 
similar borders are found in some of 
pages. In the centre of each vertical 
margin is a circular or pear-shaped 9 and decorated with motifs 
similar to those in the borders. 
ahe are marked with gold rosettes : khamsa and 
°ashara 
symbols occur throughout. Each takes the form of a red circle 
bearing an inscription in gold kufic and has a gold border. ` 36.7 
signs are pear-shaped and have a white border with opposin' 'Y' shapes. 
Similar borders occur on the cashara signs. The latter often has 36.8 
a wide border with palmettes or blossoms on a blue ground. 
The decoration of A1-cAlawi is rather ordinary , even mediocre 
in parts. Illustrated manuscripts produced in Shiraz at this time 
empl, 3y 3 crude rather- t folkyt style of painting and the i; eneral 
level of workmanship does not seem to have been very high. 
4. Qur'ans with Turkic inter-linear translations. 
Among Qurfans of the fourteenth century are a group of manuscripts 
39 
with Turkic inter-linear translations. Some of these are related 
to Qur'ans with Persian translations. Several bear dates between 
the fourth and sixth decades of the century. The manuscripts are 
the following: 
40 
1. TIEM Ms 73. Complete single-volume Qur'an dated 734 / 1333-4 mn'1 
copied by Muhammad bin Hajji Dawlat-Shah al-Shirazi. 
2. Astan-i Jude Library, Meshhed Ms 293. A sinPle volume nur'-an 1' M'l 
717 / 1137, copied by Muhten svi hin Shaykh Yusuf al-Ähäri ''hn is ca l lei 
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t Sayyid al-Khlt t ät l. 
"" " 42 
3ý John Rylands Library Ms Arab 760-773. Thirteen ajzar from a 
thirty part Qur'an. Undated, circa 1337. 
4. Süleymaniye Library Istanbul Ms Hekimoglu Ali Paya Camii 2. 
Single-volume Qur'an dated 764 / 1362-3. 
The finest of these is the third one , which is written , 
illuminated 
and presented in ways rather different to any Qur'an that we have 
examined so-far. It has already been the subject of several studies 
by Turkologists since it contains an early Turkic translation of 
the Qurfanic text , together with a Persian one which is also of 
an early date. According to these authorities , the Turkic trans- 
lation is late twelfth - early thirteenth century Qarakhanid , though 
the manuscript is later. Eckmann who has published the manuscript 
43 
in its entirety states: 
The few innovations introduced by the copyist... make it plausible 
that the present manuscript was executed in the second-half of the 
thirteenth century or in the first-half of the fourteenth century. 
Paleographic peculiarities also corroborate this dating. 
In short the position is the same as that of the TIEN manuscript , 
which although dated 1337 contains a Turkic text of archaic origin. 
Because of the sumptuousness of the manuscript and the Turkic 
translation 9 the Qur'an has on occasion been called Mamluke. Few 
of the calligraphic and decorative features occur in Mamluke Qur'ans 
Furthermore, despite the use of Turkish in Cairo and Damascus and 
the existence of large Persian-speaking communities at the Mamluke 
capital , there are no Qur'ans of undoubted Mamluke provenance which 
contain interlinear translations in those languages, 
The Rylands manuscript consists of the following ajza' : 
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4-6; 9-10; 13-14; 16,20; 22-26; 28. With the exception of Juz' 5 
all others are incomplete. Some of the missing folios are in 
other institutions. The Los Angeles County Museum of Art has 
44 
the opening folio of Juz' 4 (Me 73.5490) while the Chester 
Baeatty Library has one from Jus' 5( Xs 1606) and another 
45 
from Jam: 20 (Ms 1630). 
Calligrap and Illumination in the lRylands manusoript. 
a) Calligraphy: The format of the manuscript is horizontal not 39.1 
vertical ' each page measuring approximately 27 x 29cm. There 
are three lines of script per page except for the opening ones 
which have only one. The text is written in a very distinctive 
form of thulth verging on muhaqqaq in which the letters give the 
impression of being too large for the sise of the pen. Verticals 
particularly are rather long and thin. Letters and vowel are in 
black throughout t but the words '*uhsan d' and 'Alläh', when- 
ever they occur are in gold. Underneath each line are the trans- 
lations : Persian first with Turkic underneath, 
The division of pages into a three-line format is a rare one. 
Up to this point we have seen only the early fourteenth century 
Qur'an that we have attributed to Ibn al Wahid written in this 
way. Other manuscripts which employ this division and use a script 
closely resembling that of the Etylands manuscript are the follow- 
ing: 
1. A fragmentary thirty-part Qur'an divided among the following 
46 
institutions: Cheater Beatty Library No 1609 V: 25-7; 41-29 
Ex-Spinks Ms (24.4.80 Lot 59) v155, Cincinati Museum of Art, 
V: 32-30 Metropolitan Museum Me 62.152.8., IVs 158-9p Boston 
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Museum of Fine Arts Ms. 24.416. 
This is an unusual and interesting Qur'an written in script like 
the Rylands manuscript withr. a Persian translation and finely 
produced kufic inscriptions over arabepques around each page. 
47 
2. Chester Beatty Library Ms 1458. Just 21 from a multi-: part 
Qur'an. 
48 
3. Chester Beatty Library No 1487. Fragmentary Qur'an containing 
v: 86 to VI: 185. 
b) Illumination: Each Juzv begins with a petalled rosette bearing 39.2 
intersecting geometric compositions . It is an idea which became 
popular in later Iranian Qur'ans but at this time ' the only dated 
manuscript which uses an opening rosette is the Qurlan produced 
in Ueraghah around 1338 and divided between the Chester Beatty 
Library and the Boston Museum of Fine Arts. The opening pages of 
text in each part are fully illuminated in polychrome ooloure. Inter- 
sooting geometric compositions , as we have seen , were very popular 
in Baghdad at the beginning of the fourteenth century. 
On the opening pages of text the ärahs are in panels , which 39.3 
like the overall page have a horizontal axis. These central panels 
have two large arbesque-scroll blossoms ' vividly Coloured on a 
pink ground. Above in panels , which are usually sightly larger 
than the ones below., we see neat white inscriptions in th ul h. 
There are two ways of decorating these panels: separate motifs 
especially circles filled with strapwork ; irregular geometric 
shapes, often made from parts of circles filled with palmettes. 
The most remarkable aspect of the decoration are the outer 
borders which occur on all three outer sides or only on the vert- 
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ical one. The latter consists of either a line of palmettes 
or palmettes together with pear-shapes, and greatly exaggerate 
the horizontal axis. Our researches have located only a single 
contemporary parallel. This is found in a magnificent copy of 
the Sahih of Al-Bukhari which is dated 694 / 1294 (Chester Beatty 
Is 4176). In 1383 this was in the mosque of Al-Ramla in Palestine 
but its place of origin is unknown. In view of its huge size and 
superb illumination we are inclined to attribute it to Baghdad 
but this must be only tentative. The other tri-partite borders 
are often in the form of arabesque scrolls which culminate in 
palmettes prolonging the corners into points and giving an overall 
'Baroque' effect. 
Origins of the ! tylands manuscript. 
on two of the surviving azat are the remains of barely legible 
inscriptions which read as follows s 
Endowed.... the noble abode.... Al-Sayft -tamer .. 
49 (Fig 22 a) 
The. name of the w&if would appear to be a llemluke emir , though 
the manusoript itself is not Mamluke. There are no Mamluke Qur' ans 
written in this script 9 and only one with a three-line page divi- 
sion. No liamluke Qur'ans are known with Persian or Turkish trans- 
lations prior to the end of the fourteenth century. The illumination 
is totally unlike that in any known Namluke manuscript. Thus if 
the wag_ iah is a fourteenth century one it must have been attat- 
ched to the manuscript after it came into the Mamluke area from 
outside. The place from which it came was most probably an area 
where both Turkish and Persian was spoken , or at least where people 
would be familiar with both. The location can only be suggested as 
39.4 
39.5_. 
39.2 
4 
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we have no related. manuscripts bearing 
the name of a location 
or certificate of commissioning. However ' 
there are two Qur'ans 
with which the manuscript appears to have some links. 
These are No 1458 in the Chester Beatty Library and Ms 314 in the 
Astan-i Quds Library, M[eshhed. The former , Just 21 from a thirty- 
part Qur'an opens with a petalled medallion which is virtually 
identical to that at the beginning of Just 22 of the Ryºlands manus- 
cript (Hs 768). The opening pages of text have a single line of 
a large thult muh on ground of scrolls over a red hatched 40.1 
ground. Above and below are panels 9 the upper one being wider 
than the lower. The upper panel is divided into three parts 9 the 
two outer ones consisting of circles filled with strapwork. The 
text has three lines of script per page with a small inter-linear 
Persian translation in naekh. These elements are all similar to 
those in the Rylands manuscript t though the Chester Beatty hut' 
is much more restrained in style and overall appearance. 
The second manuscript uses a variety of script similar to that 
in the two Qur'ana refered to above 9 though somewhat smaller in 
scale with a six- rather than three-line 
division of the page. 
41.1 
The Turkic inter-linear translation is in a script very Close to 
that used for the translations in the Rylands Qurtan , written at 
an angle with the same sort of ligatures and pecularities. It is 
not the same hand , but is quite close. There are also close links 
between the layout and decoration of this manuscript and those of 
Chester Beatty Me 1485 : the surah-headings in particular are 40.2 
almost identical in both colour-schemes ( red-gold 9 brilliant 41.2 
green and dark-blue) and design. This is one of the few manuscripts 
with a detailed colophon telling us in both Arabic and Cha atay: 
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This Final 9 Clear Book , with translation and commentaty was 41.3 
completed by the slave in need of the mercy of God, Oppulent , 
Omniscient , Muhammad bin S haykh al-Abari 
(bin Äbar ? , known 
_ 
51 
among his companions as 'Sayyid al-Khattat', after great effort 
and painful torment ' transcribing from a faulty copy and worthless 
tract , which has been corrected as far as possible, 
in various 
tounges, with aid of the Rewarding Monarch , 10 Raanaadnan 
737 / 14 
April 1337c(Fig 22 b) 
In view of the fact that there seem to be quite radical differ- 
ences between these manuscripts and the other that we have exam- 
ined from the first half of the fourteenth century ' and in view 
of the Turkish element in the translations ' we are inclined to 
ascribe these manuscripts - the Rylands and Meshhed manuscripts 
at least - to an area outside of Iran proper such as Central Asia 
or south-eastern Anatolia. The fact that the TIEM manuscript bearing 
a Turkic translation dated 1333-4 is copied by a person with the 
nisbah 'al-shiräzi" need not indicate, an Iranian origin for the 
other manuscripts examined. The TIEM manuscript is not related in 
terms of calligrapby, design and decoration. Secondly there is a 
manuscript in Konya ' which we shall examine 
in the last chapter 
copied by someone with the nigh ' al-sävahii' ('of Saveh') but 
52 
which explicitly says that it was made in Konya. However, we should. 
not entirely rule out an Iranian origin. The manuscripts could 
have been produced in somewhere like Khurasan. 
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Summary. 
From Iraq and Iran during the second quarter of the fourteenth 
century we have a number of manuscripts that either form coherent 
groups , such as the Arghün al-Kä. milz. 
Qurfans , or are an import- 
ant landmark in the history of Qur'anic calligraphy and illum- 
ination at this time, like the Yahyä al-Sufi manuscript: 
They are not the only manuscripts. In the course of this study 
we have refered to several others ' or shall do so 
in.. the. remaining 
pages. Of these perhaps the most important is the Maraghah Qur'an 
of 1338. 
These manuscripts enable us to form a picture of what was going 
on in places like Baghdad and Shiraz , and possibly in Tabriz too. 
politically this period is a rather confused one , coinciding with 
the and of the Ilkhanids and the rise of the Jala'irid and In, juvid 
dynasties. It is perhaps not surprising that in the entire period 
we have only one manuscript that can be associated unquestionably 
with a historical personality. However we do know the names of two 
manuscript illuminators and in this respect we are more fortunate 
than historians of manuscript illustration who know the names of 
several painters in this period from historical sources, but no 
pictures bearing their signiatures. 
We are also aware , when examining these manuscripts, of the 
confusion that has arisen between Iranian and Mamluke lur'ans in 
the first half of the fourteenth century. Some 9 like the Rylands 
manuscript ' we believe we have clearly demonstrated cannot be 
Mamluke ; others like the Taizz Qur'an are complicated by the fact 
that Iranians were living in Cairo and quite possibly producing 
Qur'ans. We believe that on the basis of script and illumination 
I 
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it is possible to differentiate the two types. However, 'when an 
an Iranian calligrapher wrote and illuminated a manuscript in 
Cairo , unless we have documentary evidence 9 it is very difficult 
to prove this. 
9 
Chapter Six The ur'ans of Sultan Sha°bän and Khwand Barakah, 
Cairo, 1363-1376. 
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Having examined in detail Mamluke and Iranian, /Iraqi Qur'ans yip to the 
beginning of the second half of the 14th century we can now turn to 
what is unquestionably the great era of Qur'"an production under the 
Mamlukes, the time of Sultan Shacbin. 
A substantial corpus of Qur'"ans has survived from his reign, three of 
which can be directly associated with the sultan himself and three with 
his mother. There is at least one other manuscript, perhaps two, that 
are directly related to this group. It would be appropriate at this 
point to list all Qur-ans that can be associated with Shacbän, whether 
by commission or endowment, his mother and emirs. 
I 
1. Cairo National Library, Ms 8. Signed and dated 7571356. 
Endowed by Shacban to his mother's madrasah in the Khatt al Tabb7anah 
3 Dhu'1-Qaodah 769/13 June 1368. 
2 
2. Chester Beatty Library, Ms K. 39. Signed and dated Raiab 766/March 
1365. Endowed by the Sultan's mother to her madrasah 15 Shac 
77027 March 1369. 
3 
3. Cairo National Library, Ms 80. Unsigned and undated. Endowed-by 
the Sultan's mother to her madras on the same date, 27 March 1'369. 
4 
4. Cairo National Library, Ms 6. Unsigned and undated. Endowed by 
the Sultan's mother, Khwand Barakah to her rnadrasah above on same date 
as 1., 13 June 1368. 
5 
5. Freer Gallery, Ms 30: 55. Fragment, unsigned and undated. 
6 
6. Cairo National Library, Ms 7. Unsigned and undated. Endowed by 
5hacban to his mother's mad rasch at the same time as 2 above 27 March, 
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1369. 
7 
7. Cairo National Library, Ms 54. Unsigned and undated. A partly 
erased wagfiwah mentions Arghian Shäh -al-Ashrafi. 
8 
8. Cairo National Library, Ms 9. Unsigned and undated. Endowed by 
Shac ban to his mother's madrasah at the same time as 2 and 6 above, 27 
March, 1369 
9 
9. Cairo National Library, Ms 10. Signed and dated 15 Muharram 774/ 
18 July 1372. Endowed by Shacbän to his mad rasah in the Khatt Bab al- 
Wazir, Muharrauu 778/MaY 1376. 
10 
10. Cairo National Library Ms 15. Signed and dated Dhuc1-Qacdah 776/ 
April 1374. Commissioned by the Emir Sirghitmish. 
These manuscripts can be divided into several groups. 2 and 3 are of 
little interest as the illumination in each is confined to the minimum. 
It is possible that both were commissioned by Khwand-Barakah, though in 
view of their rather mediocre appearance it seems more probable that they 
were acquired by purchase, requisition or confiscation. 4,5,6, and 
7 are all, as we shall demonstrate closely related, 4,5 and 7 being the 
work of the same artist or probably team of artists. To these we should 
add 1, which was copied - though not necessarily illuminated - some ten 
or more years previous to the aforementioned group, is certainly related, 
and needs to be considered with it. 8,9 and 10 are undoubtedly the 
most interesting of all these manuscripts and are some of the few Mamluke 
Qur'ans after the first, two decades of the century whose illuminator we 
know by nave. As we snail also demonstrate 16 is possible to attribute 
4 
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other manuscripts to this man. 
Historical background to the commissioning and endowment of the 
Shacbän and Khwand Barakah Qur'ans. 
1. Madrasat Umm al-Sultin. 
Aa is clear from a study of the waafiyyahs, two institutions are involved. 
The first of these is the Madrasat Ummn al-Sultan, also called the 
mad_ ah or mosque of Sultan Shacban -a title that has led to some 
confusion. 
11 
According to the Khitat of Magrisi the madrawkh in question was 
12 
founded by Khwand Barakah near Bab al-Zuwaylah in the Khatt al-Tabbanah 
on a site previously occupied by a cemetery. This was reputedly in the 
year 771/1369-70. The building was equipped with a fountain and ablutin n 
pool and was used by the Hanafis and Shefiois. In his assertion that 
the madrasah was founded by Khvänd Barakah, Magrizi appears to have been 
13 
followed by all authorities ancient and modern. In fact the buildinor 
was founded not by the Sultan's mother, but on her behalf by her son, 
Shacbän. This is made clear by an inscription carved on an octagonal 
14 
panel and set in the wall inside the madrasah on the right of the door. 
It reads as follows: 
Thanks be to God: the erection of this blessed madrasah was ordered 
by our Lord, the Sultan, al-Malik al-Ashraf, God Make him victorious 
for his mother May God accept them both. Whoever lays hands on this 
madrasah or its endowments will be punished by the Prophet - Peace and 
Praises be upon him - at the Day of Judgement. 'If anyone changes the 
bequest after hearing it, the guilt shall be on those who make the 
-188- 
change for Cod knows and hears all things' (Qur'an II, 181), (Fig 23). 
Although the madrasah was supported by various waqfs established by 
15 
Khwand-Barakah, the institution was put up at the expense of the young 
Sultan, as a gift for her. Some of the Qur' ans listed above were no 
doubt commissioned by the Sultan and his mother, while others were 
acquired by purchase, for endowment to the library of the madrasah. 
These manuscripts were endowed in two batches: the first 11 June 1368 
c 
when two Qur ans were endowed, an earlier manuscript (1) and another 
which was almost certainly commissioned for the madrasah (4); the 
second on 27 March 1369 when four Qur'ans were deposited. Two of these 
were commissioned and two perhaps purchased. 
One may wonder how these manuscripts could have been endowed to an 
institution which was not founded (inert) until 771. Particularly 
one like Cairo Ms 8 which had been a round for twelve yetire. Could 
there have been any point in endowing them? 
Maqrizi must have meant that the madrasah was opened in the year 771 
and was sufficiently far enough advanced in building in 769 for the first 
endowment to take place. In fact there is an inscription on the door of 
the building which gives the date of building as 770, indicating that the 
work must have been well underway in 769.16 
2. Madrasat al-Ashrafivvah. 
The Ashrafiyyah Madrasah, according to the information given the Khitat 
17 
of 
cAli Pasha, was founded by Sultan Shacban in the year 770/1'36A-9. It 
was demolished in the time of Al-Näsir Faraj (1398-1412) and the M; ristan 
of Al-Mu 
cayyid (1412-21) was eventually built on its site. In the time 
4 
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of 
cAli Pasha only a doorway survived which was in the 
cA. jam `rakkiyyah 
in the Ra's al-Ramliyvah. It was this Ashrafiyyah Madrasah that was 
virtually ransacked by Jamal al-Din al-Ustadar in 810/1407-8 when most 
of its Qur'ans were taken from there to Jamal al-Din's new madrasah in 
18 
the Bab al- Id. These manuscripts, described in some detail iy Magrizi, 
and certainly including some of the works in our list, were sold 'for a 
song' by Shacbän's son 
cAli. Among these Qurcans were others by Yagnt 
and Ibn al-Bawwab. We shall have more to say about these when we come 
to deal with the third group of manuscripts on our list. 
The Manuscripts : Group I 
These are of little artistic merit and need not detain us long. It is 
interesting that although the manuscripts commissioned by Shacbän and 
his mother were of the highest order, they were prepared to accept much 
inferior material too. 
In appearance the Chester Beatty manuscript is simple, almost mundane. 
It has thirteen lines of Nuhagqag to the page (53 x 38 cm. ) and was copied 
by Mahmnd bin Husayn al-Shäfici in March 1365. The Qur'an ends with a 
19 
long prayer written by the copyist. On the opening folio there is a 42.1 
roughly painted rosette with floral decoration bearing Al-W icah 77-8 
and having above and below the wagfiyyah of Khwänd Barakah. 
42.2 
The text of the opening pages are written on grounds of fragmentary 
arabesques. Around the central panel, and those above and below, is a 
band of unusual strapwork. It differs slightly from one page to the 
other but consists of a simple 'S" shape dividedby hexagonal pieces. 
The earliest Mamluke example of this 'S' shape strapwork occurs in the 
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ex-Southeby page of 1307 and the TIEM manuscript of circa 1340, though 
it is a relatively common decorative motive in Ayyubid and early 
Mainluke metalwork. It is however extensively used in the manuscripts 
illuminated by Ibrahim al-Ämidi. 
We also find it used in Cairo Me 80 which is one of the 'few thirty 
part Qur'ans made at this time. Only a small number of ajz ' could 43.1 
be examined but in these the text of the opening pages was written on 
ground similarly decorated and surrounded with '5$ type strapwork. 
Marginal medallions in both this and the Chester Beatty manuscript are 
similar and the Qur'an has the same 'utilitarian' look about it. It 
was probably made around the same time as the Beatty Qur'an. Its main 
interest lies in the fact that it is At rare thirty-part Qur'an among 
the Khwand Barakah and Shacban manuscripts 
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The Manuscriyts : Group II. 
For reasons that will become apparent it is beat to begin our survey of 
this group with a manuscript that strictly speaking is not a part of it: 
1. National Library Cairo Ms. B. 
It is the earliest Qur'an among those known to have been endowed to the 
royal madrasahs. It consists of 413 pages of black muhaaga4, eleven 
lines on each (73 x 50 cm. ). The opening and closing folios are written 44.1 
in gold, a method that was used for most of the manuscripts in group 2, 
but one which was in fact quite rare among Mamluke Qur'ans. To our 
knowledge it occurs only the Qur'an dated 1330 in the Keir Collection, 
Ms. V11,9. 
On the final folio, in a curious trapizodal frame is the colophon which 
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reads as follows: 
This Glorious Qur'an (Jämio) was written with the help of God and his 
care by Yacqüb bin Khalil bin Muhammad bin CAbd al-Rahmen al-Hanafi in 
757/1356, (Fig. 24). 
It bears no contemporary wagfiyvah, but in view of its magnificence 
must have been destined for an important mosque or madrasah established 
around the year in which the text 'was completed. In the year in 
question both the madrasah of the emir Sirghitmish was founded and the 
famous mosque of Sultan Hasan was begun. As is suggested in the cata- 
logue of the Hayward Gallery exhibition, the most likely explanation is 
that the Qur'an was originally commissioned by Sultan Hasan for his 
mosque 
21 The Sultan died before the completion of the mosque and the 
endowment of the Qur'an. Shacban as the successor of Hasan inherited - 
or was able to purchase - the manuscript for his mother's foundation. 
This is not the only possibility. 
Typologically the decoration of the manuscript - particularly of the 
opening pages comes exactly mid-way between the Bastan Museum Qur'an of 
1339 and manuscript of group 2 proper. The Bastan manuscript is the 
first example we have of the 'classic' Mamluke frontispiece, which 
achieved its most perfect expression in the Arghün Shah Qur'an. There 
must have been others between 1339 and 1356 but none has been published. 
Analysis of the Ornament. 
The opening illuminated pages are divided into three main areas: a 44.2 
large central panel, square in shape, containing a twelve-armed star-polygon 
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barely separated from four others which repeat in the corners of the 
square. Above and below are rectangular certouches bearing in white 
thulth, Al-WagiCah 77-8, outlined in gold, over gold arabesques on blue. 
Around are bands of decoration culminating in a border of alternating 
palmettes and lotuses. 
The central square. 
I 
This can be broken down into three parts: the geometric 'trellis'; the 
centre-piece; the fillers. 
i) The 'trellis' consists of a central twelve-armed star-polygon whose 
arms are separated from those in the four corners by long narrow lozenge 
ended rectangles. It is exactly the same design as that in the frontis- 
piece of Cairo Ms 6 and the Freer Gallery pages, both of which date from 
about a decade later. 
The design is used by the artist of the Illchanid Qur'an commissioned 
from Ramadan in circa 1313 by Sultan Oljaytü andoccurs in the frontis- 
piece of 11s'13. This could - and in ordinary circumstances certainly 
would - be used to demonstrate the influence of that manuscript on Cairo 
artists. However this can be shown not to be the case. The Qur'an in 5.9 
the TIEN illuminated by Aydughdi bin cAbdallah uses precisely this design 
for the frontispiece of the text. As this was painted in Cairo around 
1313, ten years or more before the appearance of the Hamadan Qur'an in 
Cairo it clearly cannot be used as evidence for Ilkhanid influence, as 
Mamluke painters were aware of the use of this design for Qur'an 
illumination earlier. 
ii) The fillers consist of either palmettes pointing outwards from the 44.3 
centre or, in the hexagons, whirling shamsahs. The name shamsahs are 
used in later examples of this design; in the Freer manuscript and in 
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Cairo Ms 6. This is one of the earliest recorded uses of the device 
in manuscript illumination of Mamluke times. As far as we can tell, it 
first makes its appearance in Islamic manuscripts of the fourteenth 
century in the Qur'an copied in Maraghah, Iran, in 1338, where we find 
it used on the opening pages of text to the Jut' in the Cheeýer Beatty 
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Library. 
iii) The centre-piece of the polygon is rather unusual in that it is 
not a net- or fret-type preferred by laterpaintere, but a vegetal one in 
the form of a wreath with leaves projecting into the points of the 
polygon. This is a rather rare type. It is never used by the Sandal 
artists who always prefer a palmette or arabesque, while the fret-type 
or linked palmettes are found in the Shaabän period Qur'ans. It is 
quite unknown in Iranian or Iraqi work, though it does occur in Ms 447 in 
the TIEM in a Qur'an dated 1314, which we have early described and 
suggested may possibly be of Syrian origin 
3 
Above and below the central square are rectangular panels with inscrip- 
tions in simple white th lth (Al Wäoicah 77-B). These inscriptions are 
on oval cartouches on a richly decorated ground of chinoiserie, gold 
lotuses, peonies and leaves on gold. The same type of decoration occurs 
in the border running around the three panels. This type of lotus 
decoration has a large fleshy leaf, somewhat elongated because of the 
limitations of space, but which appears to be derived from the pad or 
leaf of the lotus. In this it differs from the lotus decoration of tts 
Shacban period where lotus blossoms always seem to be incorporated with 
peony leaves. It is however similar to the lotus decoration of the 
Bastan Qur'an. The strapwork of the opening pages is identical to that 
of several of the later Shacban period manuscripts, as indeed are the 
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barrow borders of white double-links behind the final outer border. 
This white edging is used in preference to the more conventional edging 
of broken lines and dashes. 
The outer border contains a double palmette alternating with a very 
stylised lotus bud or blossom. In this border we find the only other 
colours of the page - red, green and black - the remainder being painted 
entirely in blue and gold. 
In the margin is a fine circular medallion, bearing arabesques and a 
lotus bud. This is one of the very first examples of a type which was 
extensively used in the later manuscripts of the 1360's. It is derived 
from medallions made up of arabesque patterns, usually with irregular 
outlines, such as we see in the Bastan manuscript, and which were an 
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Iraqi or Iranian technique, never used by the Mamlukes before the 1330's. 
By this time the medallions had become entirely circular in shape and 
the palmette interiors, such as we see in the Bastan manuscript had begin 
to break up into arabesque scrolls which conform in pattern to the 
circular border. 
Within the body of the text of the manuscript surah headings consist 
of simple panels with the title and verse count in fine large white 
thulth, with a medallion bearing a lotus at one and. The basmaallah and 
the first line of text are written in gold outlined in black, which is 
a novel feature, rarely found elsewhere. Each page is surrounded by a 
blue and gold border which encompasses the entire text. This is quite 
common in Ilkhanid manuscripts, but rare among the Mamlukes. 
A final point of interest in this manuscript is that on the opening 
pages of text, F; tihah and Bavarah are written over red lotus flowers, on 
a red hatched ground. This use of lotuses for the background of the 
44.4 
44.1 
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opening verses, does not to our knowledge appear before this date in 
Mainluke Qur-'ans. It does however occur in the Ilkhanid Qur'an copied 
c by Mubarak-Shah bin Abdallah which was in Cairo at this time, having 
been endowed to the mosque of Sirghitmish in 1356. 
The wagfivvah 
Unlike many fourteenth century Mamluke Qur'ans the waafivyah (which of 
course is not contemporary, but dates from twelve years later) is 
elegantly and legibly written in the form of a long document on the first 
page. It has been produced with considerable care, and resembles more 
a certificate of commissioning than awf ah. It seems to have been 
the work of a professional calligrapher, rather than a religious 
dignitary charged with drawing up the document. It reads as follows: 
This is an endowment of our Lord, the high estate, the noble, the high, 
the lordly, the sultan. the imam, the learned the holy warrior, the 
mur-abit, lord of the marches, the fortified, the chief, the possessor, 
the royal, the most noble, the victorious, Näsir al-Dunvä wail-Din 
sultan of Islam and the muslims, destroyer of the unbelievers and the 
polytheists, refuge of the oppressed from the oppressers, conqueror of 
the deviants and athiests, Abu'l-Musaffar Shacb-an, May God prolong his 
kingdom and sultanate and bestow on his subjects all his justice and 
bounty and grant him victory every day and give him dominion over the 
Earth on land and sea, son of our Lord, the noble abode, al-Jamall, 
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Husayn, son of our Lord the sultan, the happy, the martyr, the monarch, 
Al-Nasir Muhammad, son of our Lord the sultan, the happy, the martyr, 
the monarch A1-Mansur Qalaun, May God grant them His mercy, this Holy 
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Qur'an, as a legal endowment, that muslims may benefit from it, by 
reading it and in all other legal ways. It is decreed that it be kept 
in the madrasah on the outskirts of Cairo, in the Khatt al Tabbanah and 
should not be removed from the aforementioned place, except in return 
for a bond equal to its value. The endower will be responsible for it 
all the days of his life and after his death it will be the responsibility 
of whoever administers the endowment. Monday 3 1hu'lQAcdah 769/ 13 b ne 
1369, (Fig. 25) 
The manuscript, according to this waafiyyah, was endowed by the Sultan, 
not to his own foundation but to that of his mother. Although she is 
not mentioned in the inscription, the madragah in the Khatt al-Tabbanah 
can be no other than that. 
"" 
The text is interesting in that unlike many other wagfiyahs which ane 
very strict in their conditions, this one does permit the Qur'an to be 
removed from its location on payment of a monetary bond. Normally 
Qur'ans could not be removed - those at least are the conditions of all 
earlier Mamluke yaafi_yyahs. However in some madrasahs and kheLnq; hs, 
although rules could be strict, even to the extent of stopping the 
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negligent from consulting them, and recording the names of all readers, 
it was possible for books to be removed from the library on payment of 
a sum double their value. In the case of the khanaah dervishes were 
permitted to take books to their cells for consultation without payment. 
Thus, in one way, the permitting of this manuscript's removal from the 
madrasah was part of general practise. On the other hand, the value 
would have been considerable, if we recall that a fine Qur'an at the 
beginning of the century would have been worth 1,600 dinars, and so 
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this condition of making a bond - may only have been a different method 
of ensuring that the Qur'an was not removed. 
2. National Library, Cairo Mss 6,7 and 54. 
We can now turn to the manuscripts of group II proper, to which as we 
shall see Cairo Ms 8 is closely related. The earliest of this group 
is most probably Cairo Ms 6 which was endowed to the Um al-Sult+n 
Madrasah at the same time as the aforementioned Qur'an. This was 
endowed not by Sbaobän but by his mother as we can see by the ymf_,,, iY ah: 
The high abode, the protected, the vieled, Nhwänd Barakah, mother of the 
noble estate, the greatest, the sultan, al Malik al-Aehraf Abu'l-Muzaffar 
Shacban, God Make his kingdom eternal, and Protect her person, has 
endowed this Noble Book as a true legal endowment that all muslims may 
benefit by reading it and other legal uses. She has declared that the 
place of this shall be the madrasah, which is known as her foundation 
and building on the outskirts of Cairo in the ; tt ate 1 hbgnah. She 
has declared that it should not be removed from this place except on 
payment of bond equivalent to its value. She will be responsible for 
it all the days of her life, and after her death the responsibility will 
devolve on whoever she appoints to administer the endowment. 3 Duh l-Qaaah 
769/ 13 June 1368. (Fig. 26). 
The inscription specifically mentions the madraaah in the Khatt al- 
Tabbanah and names Khwänd-Barakah as the founder, though as we have seen, 
strictly speaking this is not true. An in the aase of the previous 
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manuscript the removal of the Qur'an is permitted on payment'of a bond. 
This Qur'an is not dated so we have no idea how long may have el! ipsed 
between the completion of the work and the act of endowment. The fact 
is, that in both Groups II and III, the dated manuscripts which we know 
were endowed at the same time were completed several years before the 
waafiyyahs were completed. However as the Qur'anR are of such out- 
standing quality and as we know for certain that in the third group one, 
at least, was produced during the reign of Sultan Shacban, the chances 
are that this Qur'an and the other two in group II were made between 
Shacbän's ascension and the date of endowment. 
Of the two other manuscripts, one bears a 7aaf_, _ 
ivvah dated about a year 
later (Cairo Ms 7), the other has a partly obliterated inscription (Cairo Ns 54) 
mentioning Arghun Shah al-Ashrafi. It is our belief that all three 
manuscripts despite the fact that different patrons commissioned each 
one, are from the same source. Probably the same calligrapher is 
involved as well as a group of at least two, probably more, painters. 
It is also our belief that these three manuscripts are the culmination 
of a tradition in Qur'an production that goes back to the 1330's, and 
probably before, though the first example of this 'classic' style that 
we have come across is the Bastan Museum Qur'an of 1339. The third 
group of Qur'ans, on the other hand, which are in many ways even finer, 
represent something quite separate and must be considered as such. 
Chronology. 
The exact order of production of the three manuscripts is hard to deter- 
mine. The date on the waafivyah indicates that Cairo Ms 6 was finished 
first. As Cairo Ms 7 is technically a little more advanced than the 
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Arghnn"6hah Qur'an it is probably the latest. The chrono g is not 
important and the chances are that two or perhaps all were being 
illuminated at the same time; that is, work on all of them over-lapped. 
This would be even more likely if two calligraphers were involved. It 
also means that we cannot be certain of the exact time taken to illuminate 
the manuscripts. We should be wary of accepting the time between the 
dates of the two waafivvahs on Cairo Mss 6 and 7 since we have no idea 
when the text of No 6 was completed. 
The Freer Gallery page, to which we shall have occasion to refer is of 
a similar type to the above, somewhat simplified. However the published 
pages, purporting to be from this manuscript look as if they may date fron 
the very end of the century. 
Calliaraphv. 
In view of the exceptionally high quality of script and illumination in 
these manuscripts it is surprising that none is signed by the calligrapher. 
All use a large black muhaapaa, eleven lines to the page, with the text 45.1 
surrounded by a blue and gold border. The script of Fatihah and Bagarah 
is in gold outlined in black. The script of the final two surahs is al; c 
presented in this manner in Ms 7 and 54 though not in No 6 where it is in 
black. The scripts of 7 and 54 are an almost clasnic ma and 
virtually identical. In Ms 6 the height of the alif is somewhat less 
than that of the opening pages of the other two manuscripts. Furthermore, 
in the main body of the text we find dots used under certain letters like 
gilL though this practise -a common one in fluke manuscripts - is not 
followed in Mss 7 and 54. The chances are therefore that two calligraphers 
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rather than one were involved, though the differences between the scripts 
are not so great as to exclude the possibility of one man having produced 
all three. 
The method of beginning a Qur'an with gold script outlined in black 
tashcir is one that from now on we associate with Mainluke Qur'ans. 9 
Prior to this period, however, there are only two known examples: the 
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Cairo Ms of 1356 and Ms VII, 9 in the Keir Collection, which is dated 
much earlier, 1330. Moreover, the large muhapaag-1s11 scripts used for 
the body of the text in these manuscripts, and Cairo Ms 8 is quite rare 
before the 1350'x. Pages are outlined in the main text by a blue and 
gold line, a practise common enough among Ilkhanid and later Iranian 
manuscripts but rare in Mamluke ones. Only the Bastan Museum ms and 
TIEM 434, circa 1330, use it. Examination shows that these borders 
were painted after the text had been completed, but before other decor- 
ation was added. 
Illumination: a) Surah headings. 
These are rectangular in all cases with the rectangles divided up into 
compartments which are always interlocking and consist of regular or 
irregular geometric shapes. The artists have shown enormous ingenuity 
in producing different patterns. They bear the titles and verse-counts 
in white thu th (very occasionally, kufic). The design of these headings 
is paralleled in the panels at the tops and bottoms of the illuminated 
pages at the beginning and end of each Qur'an. Strapwork is sparingly 
used, preference being given to plain gold bands which surround both 
the rectangle and the interlocking interiors. Decoration of the headings 
46.1 
always takes the form of gold palmettes, arabesques and chinoiserie 
-201- 
touched with blue or green over a red ground though a vivid turquoise 
is also introduced. The script is on a blue ground and over gold 
arabesques. These are some of the earliest examples of this colour 
scheme which was to become typical. The rather bizarre shapes of the 
headings however are found in other manuscripts notably Topkapi Me 1'8-M5 
I 
dated 1341 and TIEM 434. This method of surah-heading division is 
quite different from the earlier Cairo Ms 8,1356 and from the con- 
temporary work of Ibrahim al-Amidi. It also differs from those in 
Chester Beatty Ms K 39 where a much simpler and more archaic method 
appears. 
At the end of each heading is a circular medallion attached by thin 
blue lines and decorated with lotuses and chinoiserie. Khamsa is in 
gold Kufic over gold scrolls in a red circle surrounded by a gold border 
with red and gold dots. At the top is a pine-cone point reminiscent 
slightly of those in the Sandal manuscripts. The whole is surrounded 
by a blue line with stunted 'fingers' that occur first in the Bastan 
manuscript of 1339.9Ashara is a gold rosette in a gold border with 
a chinoiserie exterior and is a type not noted elsewhere. 
b) The Frontispieces. 
Frontispieces and, where they exist, the finispieces are the major'piece- 
de resistance' in the work of any illuminator. These are no exception 
and are of oi}tstsnding aagnificence s perhaps thefinest 
Mamluke work in the traditional manner. 
In overall appearance the frontispieces of the three Qur'ans are similar: 
a square geometric trellis with surrounding chinoiserie border, inscript- 
ions in cartouches above and below and a palmette/lotus border. 
45.2 
45.3 
45.4 
46.2 
47.1 
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The trellis designs. 
In each case the trellis originates in a central star-polygon, twelve- 
armed in the Freer and Cairo Ms 6 examples, sixteen-armed in the case 
of Ms 54 and 7. The design of both the first two is identical to that 
of Cairo Ms 8, which as we have seen can be traced back to Mainluke 
Qur'ans to 1313 and therefore is not evidence of the influence of the 
bljaytü Qur'an, though this pattern exists there too. The sixteen- 
armed polygons result in trellises which are not in fact the same. 
However both are 'closed' in the sense that the pattern - unlike the 
earlier 1313 one - does not 'expand' beyond the confines of the frame 
because no part repeats in the four corlere. In this they follow the 
design on the opening illuminated pages of the Bastan manuscript of 
1339 where the corners are 'sealed' by lotuses. If we look for parallels 
in the Öljaytü Qur'an, and indeed in all previous Iranian and Iraqi 
examples we find that the situation is as follows. There is no exact 
pattern for the trellis design of Mss 7 and 54. The sixteen-armed 
polygon is itself rare, occurring only in the work of 
aAll bin Muhammad 
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al-Husayni al- Alawi in the Mosul Qur'"an of 1307-11 for 
Öljaytü, and 15.2 
there in a quite different composition to the ones used here. The only 
parallel that we have been able to find is in a twelve-armed polygon in 
the Hamadan Qur'an, Az: 6,8,13,28 where the patterns involved 
are closed rather than expanding ones. In short, we really do not have in 
these manuscripts much evidence for the influence of the Öljaytü Qur'an 
of 1313-14 in the design of the central trellis. 
c) The fillers. 
In Cairo Ms 6 these are close to those of Cairo Ms 8, i. e. large oval 45.5 
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palmettes in the polygon arms, whirling shamsahs in the octagons and 
ordinary palmettes in the 4 half-hexagons. The earlier manuscript 
has lotus flowers in the areas between the hexagons whereas in Cairo 
Ms 6 employ palmettos, but apart from this the decoration is similar. 
The difference between the two is the introduction of colour 4n some 
areas. Whirling shamsahs and a similar oval pa)iette are used as 
fillers in the trellis of Cairo Ms 54, coloured in the same manner, but 
because the design is more elaborate it needs more fillers and thus some 
of these are new. At the point between each arm of the star-polygon 
is an eight-sided figure bearing an arabesque palmette in gold on brown, 
rather like some which appear in the 1313 Hamadan Qur'an but more 
elaborate. 
In Cairo Ms 7 the trellis is smaller than those of the previous 
Manuscripts because the surrounding border has been enlarged and here 
the fillers are virtually confined oval palmettos. 
d) The centre-pieces. 
In each case centre-pieces are different. Those of Mss 6 and 7 are 
made up of linked palmettes whose tendril form a central star which is 
left white. In Ms 54 this idea has been taken further. The palmettes 
are replaced entirely by a knotted fret. This is not a new departure 
since the same method was used in the earlier Bastan Qur'an. We do see 
something similar in several of the Hamadan Qur'an illuminations, but 
the treatment is much freer and lacks the rigid precision of the Mamluke 
examples. 
At this point it is worth comparing the design of these Qur'ans of 
46.3 
47.2 
earlier times. In manuscripts of the Shacban period the star-polygon 
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and surrounding trellis is always in a square. Thik, given the pages a 
very rigid and tightly-controlled appearance and this feeling is 
increased when the designs are 'closed' off at the corners. In the 
Work of Sandal, Aydughdi and Ahmad al-Mutatabbib, among others, of the 
first forty years of the century, compositions based on polygons - 
whether or not they had arm: t - were often within rectangular rather than 
square borders. Indeed one of the most popular compositions was of 
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exactly this type. Where polygon-based compositions are put into a 
square frame, as happens sometimes in the work of Sandal they are never 
'closed' as are the later ones. In the earlier works the overall 
treatment and appearance is much looser and freer, with a strong tendency 
in the compositions of Sandal to consider the fillers as little virtuoso 
pieces in their own right, something that never happens in the manuscripiB 
described above. 
e) The chinoiserie borders. 
Chinoiserie occurs in Mamluke decoration for the first time in the kursi 
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of Al-Nasir Muhammad dated 1327 and in Qur'ans in the Bastan manuscript 
of 1339. Chinoiserie means primarily naturalistically drawn lotus 
flowers in conjunction With peony flowers and leaves. 
In the case of Cairo Ms 6 and 54 chinoiserie borders surround the central 45.6 
panel and in all three manuscripts we find that the penultimate outer 46.4 
border is made up of the same. Three types of lotus flowers occur in 
the manuscripts and these are painted, white, blue and white, green and 
green and white. Either the swollen seed pod is shown or the open 
blossom. These are the first examples of lotus blossoms coloured in 
this manner, on a large scale, that we know of. The Ba-tan Qur'an 
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employs only four at the corners of each half of the openiri« frontis- 
piece. In conjunction with these lotuses are three types of rosette 
which could be taken perhaps for open lotus blossoms shown from above 
but should be considered ; stylised peony flowers. Two types of peony 
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are shown in Chinese art, from where the Markluke examples ultimately 
derive. The ordinary peony (Paeonia albiflora) which has frilled 
petals and narrow straight leaves and the Moutan or Tree Peony (Paeonia 
suffruticosa) in which the leaves are larger, jagged, and three to a 
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stem. It is the later, the 'King of Flowers', which appears in Mainluke 
art, since although the flowers are stylised the leaves bear more 
resemblance to the second type than the former. The only other plant 
which appears is found Cairo Ms 6 where something resembling the 
33 
saaaitarius, an aquatic three-pronged plant, appears to be represented. 
This is always depicted in Chinese art in association with the lotus, as 
here. 
f) The inscription panels. 
Inscription panels at the top and bottom of each page resemble those of 
the surah headings though with the exception of those on Cairo Ms 54 are 
nowhere as complex. They compris(- two or three lobed cartouches on a 
single multi-lobed cartouche. All of the types occur among the surah 
headings. 
The cartouches bear an unusual and distinctive form of kufic. Although 47.1 
certain individual pecularities can be detected between the script of 45.4 
Ms 54 and that of 6 and 7, there are a number of features common to all: 46.2 
1. The serrating of the edges and ends of letters to make them look like 
human hands and feet. 
2. The lengthening and swelling out of the letters r' , wäw, nun and all 
others with semi-circular strokes below the line. 
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3. The use of an additional extension stroke on the kaf whidh bends 
back towards the left and often swells at the end. 
4. The tendency to make the final nun, sin, etc., curl up into a 
tendril. 
There are few Mamluke forms which are as Baroque and idiosyncratic as 
these examples, though all of the kufic scripts in the manuscripts 
examined have their individualistic features: it was one of the areas 
where artists felt free to introduce their personal contributions. 
Nothing as elaborate as this appears in latter Bahri Mainluke work and 
that of Ibrähim al-Qmidi appears quite 'classic' by comparison. 
C The kufic inscriptions in all three Qur'ane is the same: A1-Shuars, 
192-7. This is a fairly familiar piece with illuminators, but by no 
means common in the fourteenth century, where as always the most popular 
verses were A1-Wäaicah 77-8. It is interesting to recall, first, that 
in the work of the first identifiable group of Mainluke illuminators 
Sandal and his associates, they u$ed verses on the opening illuminated 
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pages of the Qur'an of Baybars al-Jashankir that were not the typical 
ones and secondly that when they did utilise one particular verse, as 
several manuscripts demonstrate, this was also not a particularly common 
one: F usilat 41-2. Thus in a group of unquestionably related manu- 
scripts we find a situation parallel to the one we have in the Shacban 
Qur'ans and may deduce from this certain yahs had an e special sig- 
nificance in certain groups or studios, whether simply as 'trademarks' 
or for more complex reasons is impossible to say. 
In this context we should point out that the Freer Gallery page which 
we have considered as being related to this group appears to contradict 
the above situation as it bears a quite different seriefl of verses. 
-207- 
However tie Freer pages arý not from the beginning of the manuscript 
and therefore our remarks coo not apply. 
Cairo Ms 7 has an additional bank of inscriptions in place of the 47.1 
central chinoiserie border It is contained in eight oval cartouches 
alternating with large peonies. The cartouches contain Fatir 29-30 on 
the righthand page and 31-a on the left. These verses go in an anti- 
clockwise direction beginning at the bottom left, though it is not 
continued all the way aro d as those lines at the bottom would have to 
have been written upside ddwn and for reasons esthetic, and probably 
religious, this was not do e. This idea should probably be considered 
something of an innovationI since the numier of Mamluke and Iranian 
Iraqi Qur ans which introdýce lengthy quotations such as Äyat a1-Kursi 
are extremely rare. We find one on the frontispiece of the TIEM Qur'an 
430 suppouedly by Yahyä alýüfi, while another, perhaps Syrian in the 
Chester Beatty Library, Msi1455, incorporates the entire Surat al-Nis. 
Apart from these we have come across no gther example. 
g) Strapwork. 
On the opening pages of all; three manuscripts strapwork is of the 
simplified type in which knots alternate with squares and which was 
introduced in the 1330's Cairo Ms 7 stands somewhat apart from the other 
two Qur'ans as strapwork i. not used on the opening page of illumination. 
Instead a chain of gold blossoms enlivened with green, on a gold ground, 
encircle the three main parcels. The strapwork of Ms 54 consists of a 46.5 
knot with loop at each end, 
li 
while that used in Ms 6 consists of three 
knots side by side. However the knot and loop strapwork of Ms 5. i does 
occur in the opening pages of text in Ms 6 and around the surah headings 4s 
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and is also found on the opening text pages of Ms 7 and on the Freer 
Gallery pages. The earliest example of this type interestingly is 
found on Cairo Ms 8 of 1356. 
The fact that all three manuscripts make wide use of the same type of 
strapwork is of some importance. Although often magnificent virtuoso 
pieces of work were produced - in the Baybars Qur'an of 1304-5 for 
example - strapwork was a complicated, laborious, and time-consuming 
method. It was for this reason that the simplified strapwork with 
squares was presumably introduced. 
The method of producing strapwork designs consisted of making a series 
of dots and then joining them up with lines to give the effect of inter- 
lace. There were probably quick methods of doing this, taught by 
artists to their apprentices. Strapwork is one of the areas where one 
could expect to find a certain amount of standardisation in studios to 
enable the process of illumination to be carried out a little quicker. 
Such evidence that we have suggests that this may have been the case. 
Apart from the example of this group of manuscripts in the period of 
Shacbän, there is another example in the work of Sandal, Aydughdi and 
Ahmad al-Mutatabbib covering a period 1304 to 1334 where a simple double 
knot is used for strapwork bands. These three are artists among whom 
certain links can be shown to have existed. 
hý Edging. 
Edging is mostly of the conventional type that we come upon for the first 
time in the ex-Sotheby pages of 1307 consisting of a pattern made up of 
broken lines. In Cairo Mss 6 and 7 however we come upon quite a 
different type far less frequently used. It is white in colour and 
I 
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comprises double overlapping links, like simple strapwork. 'Itn firý. t 45.5 
recorded appearance is in Cairo Ms 8 of 1356. As far as our researches 
can tell it appears to be a characteristic of these manuscripts an no 
later examples have so far appeared. The only other border is a plain 
gold one. 
i) Borders. 
The border of Cairo Ms 6 is made up of a double palmette, lower preen, 45.6 
upper red. These alternate with a white lotus bud. A similar idea 
was used in the earlier 1356 Qur'an, but in the case of the later manu- 
script the double palmette is upside down - that is pointing in the 
opposite direction to the lotus bud. The smaller palmette with its 
leaves folded inwards and red interior occurs in the border of the Freer 
pages and in border of the opening pages of text of Cairo Ms 54. But 
the borders of the latter manuscript on the opening illuminated ones, 
and those of Cairo Ms 7 are very different. In each the outstanding 47.1 
features are white lotus buds alternating with confronted tri-lobed 
leaves or blossoms that we first notice in Ilkhanid work. The lotus 
buds are at the centre of ogival shapes which in the case of Ms 54 are 46.6 
formed by the extended lines of palmettos, and in the case of Me 7 by 
white shield-shapes painted around the lotus and actually detached from 
the palmettes. 
, 
j) The marginal medallions. 
In the circular medallions there is much less room for maneouvre and 
all three examples follow the same pattern: gold arabesques around a 
lotus bud. Those medallions in Cairo Ms 7 are perhaps the most 47.3 
adventurous, with parts of the arabesque scroll-work picked out in red. 
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k) Decoration on other pages. 
The layout of the opening and closing pages of text further emphasises 
the links between the three manuscripts. The inscription panels in 
all cases consist of two types: a tri-lobed central cartouche flanked 
46.7 
by quatrefoils (opening pages of Ms 54 and 7) ;a lobed centr&l cartouche 47.4 
46.8 
with flanking polygons (closing pages of Mss 6 and 54 and opening pages 
of 6). Most decorative features employed are also used on the opening 
illuminated ones and therefore n eed little comment. -: e following 
are worthy of comment. The outer borders are very narrow in relation to 
the cr the opening pages and their decoration always consits of single 
conventional palmettes, never the elaborate arabesque type alternating 
with trj.. -lobed buds 
(Mas 7,54 and 6) or ]. etwa blossoms (M 6) or lotus 
buds (Ms 54). This method was followed in 
`Mam` 
lake Qur'ans from the 
1340's, but much earlier in Iranian and Iraqi manuscripts. However it 
is not the method followed by Ibrahim al-Amidi in his two finest works. 
Blue finial spikes both here and on the opening illuminated pages are 
one area where artists tended to follow the same formula over and over 
again. In Mes 7 and 54 the identical method is used around the Fätih h 
and Baaarrah pages. 
Summary. 
After looking at all manuscripts in this group we can summarise nur 
findings as follows: 
1. The details of illumination in the three main Qur'ans under dis- 
cussion indicate that although they are not the work of a single 
individual, they are the work of a team of artists - painters and 
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calligraphers - almost certainly working together. Quite likely some 
of the manuscripts -7 and 54 - were being worked on at the same time. 
The location of the atelier was Cairo, (where is unknown. ) and the members 
were able to undertake commissions for people other than the sultan and 
his mother. I 
2. Two calligraphers were probably involved, one producing Ms 6 and 
the other Mss 7 and 54. 
3. There are enough links between Ms 8 and some of the later manuscripts 
to make us believe that one of the artists may have been the painter of 
the 1356 Qur'an. This would account for a certain continuity of style. 
It may also partly explain how that manuscript came into the hands of 
Sultan Sha°ban. 
4. In much the same way as the building of the khan h of Baybars 
al-Jashankir in 1305 seems to have brought into existence a team of 
craftsmen to produce a superb work of art in the British Library Baybare 
Qur'an, so too the activities of Shacbän in the 1360's did the same. 
This is one of the largest single groups of Mamluke Qur'ans produced for 
one patron in one place that we know of. 
5. This was not a flowering of creative talent that occurred 'out of 
the blue'. There is very little in these Qur'ans that is new. Almost all 
features can be found in Rrlier Mamluke work. Contrary to what is 
usually said about these manuscripts, the influence of earlier Ilkhanid 
Qur'ans is not very great. What is now about these manuscripts is the 
Though superb quality, size and magnificence. even these featuree are 
to some extent foreseen in the 1319 Restan Qur'an. However it is 
apparent that no expense was spared by the patrons on obtai. nlnp the 
finest manuscripts ever made. 
Chapter Seven : The Sha°ban ! )ur'ans, Group III. The work of Ibrahim 
a1-Amidi. 
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The third group of marnmscrip c; i;, by far the most interesting. Apart 
froth tht' fact that the illumination is quite inovatory by compari:, on 
with what. has gout before in Egypt, and quite clearly belongs to an 
entirely different tradition of p intiig, the name of the i. l]tirninator 
i:, given, making him the only Qur'an illuminator whose name we know Hfter 
the last recorded work of Aydughdi bin 
cAbdalläh in 1320, with the 
probable exception of Ahmad al-Matatabbit, who, as we have postulated, 
was also most probably an illuminator as well as a scribe. 
The two Qur'ans in the National Library, Cairo Nos 9 and 10 are both 
the work of the same illuminator, Ibrahim al-Amidi. This can be proven, 
as we shall showyon stylistic grounds. It was first pointed out by 
Martin Lings, though to my knowledge, not in print. It is our conten- 
tion that Ibrahim was the artist of a series of manuscripts, several of 
which have not been regarded as being by him before. As this portion 
of our argument is perhaps the most controversial part of this study it 
is important initially to examine the one manuscript which was actually 
signed by him. Only careful stylistic analysis of this Qur'an, Cairo 
No. 10 can provide the evidence for our contention. 
1. National Library, Cairo, Ms. 10. 
Cairo W 10 which has been exhibited recently outside of Egypt on two 
occasion: was completed by the calligrapher on the 15 Muharram 774 - as 
we cart see from 1. he colophon -a particularly imposing one - which oe(-I)rs 
directly oppo: =i. te tr, rat al-Nas: 
1 
Thir Noble QurCan (mukarram) was completed by on the 15th of Muherrnm 
774/12th July 137? at the handF of the poorest of God's erenturen erd 
4 
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most in need of forgiveness, 
CAli bin Muhammad al-Muktib al-Anhrafi, 
thanking Goo for his blessing and purity and praying for the Prophet mid 
his Companions, (Fig. 27). 
This copyist is not known elsewhere, though a superb practitioner of 
the art of calligraphy. His name 'al-rtmktib', (which is sometimes 
2 
written 'al-mukattib') can be interpreted as the 'teacher of writing', 
while the appelation a1-ashrafi means a mamluke or servant of the sultan 
A1-Ashraf Shacb-an. 
Although this fine manuscript has been known since being described and 
3 
reproduced by Bourgoin at the end of the last century it was not until 
the Qur'an Exhibition in London, 1976, that its importance became 
apparent. The text consists of 217 pages of exquisite black muhaagaa 48.1 
with rather unusual placing of the diacriticals, thirteen lines to the 
page (72.8 x 52). The flat ening of the curvilnear strokes is very 
pronounced, being bent almost at a right, -angle. Another characteristic 
is the separation of the extension stroke of the kafand the addition of 
a tiny kufic letter j. A green dot, as in Maghribi manuscripts, 
appears over ham$at al-waal. Letters added for reading purposes are in 
red au blues. 
Inscriptions. 
On the opening page we find a magnificent waafiwah written in rigäc in 
a pink multi-lobed medallion on a ground covered with arabesques and 
cicada-shapes. The text reads as follows: 
our lord, the highest abode, the sultan, the possessor, the royal A]- 
Ashraf Abu 1-Muzaffar Sha°ban bin Husayn son of the martyr, the late, 
our lord the sultan the royal Al-Nasir Muhammad son of our lord the 
v 
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royal Al-Mansur Qaläun al-Sälihi, may God reward them both with His 
mercy, has endowed all this Noble Qur'an as a legal true endowment to 
find favour with his Lord and has declared that its location and place 
of reading should be in the Ashrafiyyah "ah -Madras ab-Mosque, known 
as the foundation of the noble abode, opposite to the Maneürah Citadel 
in Cairo. He declared that he will be responsible for it all the days 
of his life, then after him it will be entrusted to the person responsible 
for the affairs of the ''1h. x asr 778/May-June 1376, (Fig. 28). 
The manuscript was thus endowed to the Aehrafiyyeh foundation, an 
account of which has already been given. The terea of endowment are 
more usual for Qur'ans of this type than the terms of manuscripts endowed 
to the IImm al-Sultan Madrasah, making no mention of conditions under 
which Qur'ans may bq removed. 
The waafivvah is dated some four years later than the completion of the 
text. This may seem an e zcessively long period but we should bear in 
mind that the former date refers only to the completion of the text and 
the illumination must have taken considerably longer. The wmfiwah is 
clearly the work of the illuminator since it is identical in script 
decoration to the illuminator's colophon on the final folio to which we 
may now turn. It is rare to find a colophon so prominently displayed 
in Mamluke Qur'ans where, unlike Iran, illuminatore were usually 
anonymous. The text of the colophon takes the form of a list of purely 
fanciful facts and figures regarding the text of the Qur'an: 
4 
The number of haha in the Endearing Book is 6,6,66 of which 1000 are 
commands, 1000 denials, 1000 promises, 1000 narratives and 1000 proverbs; 
500 tell what is permitted and what is forbidden, 100 are prayers and 
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supplications and 60 are abrogating and abrogated. The Prophet said: 
Whoever honours a learned man, it is as if he honours seventy Prophets. 
The illumination of this Noble Qur'an was completed at the hands of 
God's weakest slave, Ibrähim al-Amidi, May God forgive him etc. (Fig. 29) 
It is our belief, and we shall show, that several other Qur'ans are 
illuminated by this artist. Among these is Cairo National Library Ms 15 
which was completed in 776/1374 by order of one of Shacbän's emirs, 
Sirghitmish. Work on this would have accounted for part of the time 
between 1372 and 1378. We must assume that work on other commissions 
prevented the completion of Cairo No No. 10 until 1378, though admittedly 
it seems odd that the Sultan's manuscript did not have priority. 
However relations between Sirghitmish and the Sultan were particularly 
close. 
5 
The text pages. 
Each page is surrounded by a border identical in appearance to the borders 
found in the Chester Beatty Qur'an K 39 of 1365 which consists of an 
elongated 'S' shape with loop at each end. The strap or ribbon-work is 
unpainted but the loops are red. There is no evidence of this type of 
work in any significant quantity before the Shacban period and we may 
consider it a part of the illuminator's repertoire only from this time. 
Surah headings for the most part have large vertical panels at each end 
and these give the numbers of the jvaha and the number of letters in each 
42.1 
surah. To arrange this there must have been agreement between calligrapher 
and illuminator so that the final words of each sursh would be copied 
leaving a space at the sides. The titles are always in simple white 
kufic over gold arabesque fragments on orange/red, occasionaly dark-blue 
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grounds. Surrounding borders are plain or gold strapwork after the 
fashion of the page border. Each surah heading has a fine polychrome 
medallion in the margin. The borders of these consist of brightly- 
coloured petals with interiors of a darker hue. The centre of each 
border is occupied by a blue hasp, often multi-lobed. This feature does 
not occur elsewhere. Marginal ornaments are rendered with exceptional 
vividness. Rizb, nisf-h i: b and rub= b marks are in white kufic in 
lobed cartouches often comprising interlocking circles, with bright 
petalled borders. This marginalia sometimes has the curling bent petals 
6 
that we find in earlier Ilkhanid work, or borders of linked palmettos 
like those in the work of Yahya al-Süf3's illuminator colleague and other 
Shiraz illuminators of the 1340'9. The highly colourful appearance 
however, reminds one instantly of the work of Muhammad bin Lybak, the 
great Baghdadi master. 
The opening MAees of illumination. 
The examination of the text pages which we have just undertaken indicates 
that we seem to be dealing with an artist of some originality and one 
who was familiar with other traditions, somewhat different from the 
painters of the Group II Qur'ans. All of these feelings are re-inforced 
when we come to examine the opening pages of illumination. 
a. ) The trellis. 
The trellis is composed of decagons each of which encloses a pentagon. 
This is in itself unusual as the deployment of irregular geometric figuze s 
(i. e. pentagons) virtually precludes the possibility of unity of design 
which we would normally expect in Islamic pattern. Furthermore in 
trellis designs the usual method of construction is euch that the interior 
is always linked physically to the outer frame. Here, many elements an 
independent and 'free-standing'. 
48.2 
48.3 
48.4 
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The pentagons which are at the centres of the decagons on both 
pages are not aligned according to any definable or discernable 
system, neither in the total double page composition, nor its 
constituent parts. The agues differ so that on the right hand page 
the axis of the central and lower left pentagon. is not the sage as the 
remainder and on the opposite page the lower right pentagon is out of 
axial alignment with the other four. Examination of the compositional 
structure will give numerous other examples of distortion and alteration. 
The result is that although the two pages have the superficial appearanos 
of a piece of Islamic 'infinite' pattern it is the, exact opposite - yet 
cleverly 'disguised'. One of the basic tenets of Islamic pattern is 
the idea that it mirrors somehow a greater whole: that it is only a 
section of an infinite pattern and can be extended accordingly. Numerous 
metaphysical ideas are believed to be - and undoubtedly are - involved in 
this form of pattern, whether consciously applied or not. The pattern 
of Cairo Ms 10 is not a pattern but a composition inspired by Islamic 
geometry, to which only the artist holds the key, - if indeed there is 
one. 
In the work of earlier Maal. ube Qur'an illuminators, notably Sandal 
7 
and Aydughdi, we do find areas of their compositions in which the' overall 
regularity of the pattern is broken, but this usually involves only the 
position of fillers, not the underlying structure as here. A auch more 
_8 radical development occurs in the work of Ibn Mubadir where we came 
across designs, that, although regular, seem to embody something of the 
concept of 'individuality' displayed in the work of Ibrähin al-Midi. 
Once again there seem to be parallels in the work of Ilkhanid 
illuminators. 
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In fact, as a detailed examination of all known earlier Maxiluke 
frontispiece shows the geometric design of the Ll-Xmidi frontispiece 
is quite unlike anything produced by Memluke artists. On the basis 
of our survey of Fourteenth century manuscript illumination we can see 
that the design falls broadly into the category-of repeat blopk-pattern 
(though as we have pointed out, it is not actually a pattern as such). 
The repeat block-pattern is not a part of the Maal artiste repertoire, 
but is found extensively in the work of Iranian and Iraqi illuminators. 
In Egypt there are only one or two examples: one in a late thirteenth 
9 
century Bible and others in the work of Ibn Mubadir at the beginning of 
the fourteenth century. The latter we have suggspted was almost certainly 
trained in Baghdad, or was the pupil of such a person. 
Examination of Iranian examples from earlier and contemporary Qur'ans 
does not produce any pattern similar to that of the frontispiece of 
Cairo Ms No. 10 because this is unique, but it is possible to find 
examples of manuscript illumination in, which the same c'rin, ý, oi= 
appear to be involved. For example, in the frontispiece of Jyý' 18 
in the Haaadan Qur'an of 1313-14 the diverging Axt element occurs in 
the fan-tail ended shapes which are aligned according to no conceivable 18.10 
plan. Similarly in the opening illuminated pages of JU' 16 in the same 18.16 
manuscript the design consists of free-moving circles which overlap but 
are not directly linked to the frame, so ewhat after the fashion of the 
1372 Al-Amidi composition, though the latter is infinitely more complex. 
There is, however, no reason to think of any direct links existing between 
the Hamadan manuscript and the later one. Everything about the Hamadan 
manuscript in terms of colour and design is radically different to the 
1372 Qur'an. 
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b. 1 Colour and colour-reversal. 
The colours of the artists palette in this opening composition ire 
extensive: dark-blue, gold, black, white, chocolate, light-blue, r; rº: en 
orange, red and pink. The palette of the Group II artists iS much 
more restricted, perhaps even deliberately so. Nor do we fired in that 
group the deliberhte juxaposition of vivid primary colours on a black 
ground to heighten their intensity even further. To find such parallels 
of this use of vivid colour in Qur'an illumination we must look outside 
of the Mainluke realm to Iran, when in a Qur'an produced in Shiraz in the 
10 
mid-thirteen-seventies we find a very similar use of colour. We can 
trace this back through the work of Muhammad bin Sayf al-Din al-Nagqa-sh 
in Baghdad in the thirteen-thirties and forties to that of the great 
master-painter Muhammad bin 
Äybak in the early fourteenth century at 
Baghdad. In short such colour scheiiies and their application in Qur' arns 
appear to be an Iranian/Iraqi phenomenon. 
Colour reversal is another practise more common to Eastern manuscripts 
as we can see in the portion of the Qur'an copied in Mosul for Oljaytu 
12 
and now in the British Library. Colour change from one half of the 
double-page composition to the other is quite systematic. On the right- 
hand folio the blue hexagons are outlined in red, while on the opposite 
page it is the red hexagons that are outlined in blue. In the Croup II 
Mainluke Qur'ans on the other hand, although colour change occurs, thin i. 9 
only in a very limited form - in the frontispiece of Cairo Ms 54 for 
13 
example - and is not systemised. In fact it is more likely to be due to 
the lack of availability of a colour than to any esthetic principle. in 
the Al-Ämidi composition we find the red, blue and pink of the decorative 
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floral details quite systematically reversed from one page to the 
14 
other. 
c. ) StraD ork. 
This is confined to a single band with alternating gold and blue 
squares. The intervening strapwork is made up of overlapping 'S' 
shapes. Running along all the gold interlace is a white line. This 
feature we see in the work of Ibn Mubädir, but apart from a single 
contemporary Mainluke manuscript in the Cheater Beatty Library (Ms 1624 
Magic Scroll), there is no other example of this technique. 
d. ) The Border. 
Even by comparison with contemporary Mamluke Qur'ans, the border is 48.5 
exceptional in its richness. The outer row of alternating palmettos 
being repeated, mirror-like in reverse beneath. The two halves are 
linked by fleurs-de-lis bearing what looks like the old 'tear-drop' 
motif. This has the effect of making the borders run both vertically 
and horizontally. As the border is coloured in the same fashion as 
the centre portion, the overall effect is one of barbaric splendour. 
The border is a quite original conception; no other manuscript examined 
in the course of this survey has anything comparable. There are no 
marginal medallions: this would have made the composition top-heavy 
and in case there would not have been room. 
The onenina s 
The opening pages bear the text of Al-F atihah alone in superb black 48.6 
muhaciaao jail outlined in gold, three lines to the page. The script is 
much larger than that in the body of the text, and A here is 
approximately twice as big as that on the normal page. In the Croup II 
manuscripts there is a difference in size between the opening text and 
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the remainder, but not to this quite dramatic extent. Moreover, this 
appears to be one of the earliest examples of the opening chapter alone 
occupying the two pages. The text is written on a wave-diaper ground 
with a treble-dot motif at the centre of each wave. This pattern of 
Chinese origin came to Egypt via Ilkhanid Iran. While it is. conmon in 
Iran, one of the earliest examples in the fourteenth century being that 
in No 723 in the TIEN which was copied in Baghdad in 1310, it took a 
long time to appear in Malluke Qur'ans. Its first recorded appearance 
is in the manuscript signed by Mubarak-Shah al-Suyüfi in Cairo in 134415 
The next recorded example is the work of Al-Ämidi some thirty years 
later. The same is true of the cicada-shapes and composite blossoms 
16 
with which this page is liberally sprinkled. 
The exotic Chinese cloud-scrolls which are so prominent on these pages 
exist in no previous Naamluke Qur'ans, though they do occur in at least 
one later example: the final 
17 
page of the manuscript divided between 
the Chester Beatty Library and the John Rylands Library, Manchester. 
The exact route by which these scrolls came into Mainluke illumination is 
unknown. They do not occur in any extant Iranian or Iraqi Qur'ans of 
the fourteenth century and the cloud scroll, probably because of its 
extreme irregularity is not found in other Neinluke media such an metal- 
work, though we might have expected to find it on glass. 
Above and below are rectangular panels with simple lobed cartouches 
in their centres which bear white kufic inscriptions. Around the 
cartouche is a floral scroll of red and gold flowers on a black ground 
18 
surrounded by bright turquoise foliage. Turquoise, as Atil points out, 
is a new colour in Mamluke Qur'an illumination. The central cartouche 
is linked in each case to square end panels by a circle containing a 
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distinctive square-ended interlace knot. The eight end panels repeat 
the pentagon-in-a-decagon motif of the opening illuminated pages. On 
the right-hand page the pentagons are aligned to balance one another. 
On the opposite page the same alignment is used for all, except the top 
left-hand one which inexplicably has its axis altered so that$the system 
is broken. The geometric designs are composed of blank bands almost 
throughout, except for one small area, not more tl}an a few inches in 
length on the lover left of the /1l page. In view of what we 
shall have to say later about the career of Ibrahim al-lmidi, this detail 
is of the utmost significance and needs some explanation here. 
One of the most familiar borders in fourteenth century Qur'an 
illuaination, Malluke cc Eastern consists of a narrow white or unpainted 
bank with short broken parallel linen with intervening dot or dash at 
right angles to the other strokes. 
Ibn al-Suhrawardi from Baghdad. 
We find it first in the 1302-6 Ms of 
In Maaluke work it makes its earliest 
appearance in the ex--Sotheby page copied by Muhameaä bin 
akbdalleh 
al-Khazraji. This type of border is absent from the work of Sandal 
and appears nowhere in the Baybars Qur'an. But it did become extremely 
popular from 1307 onwards. It is not the only method of producing a 
simple decorated border. Among the other methods is the one that we 
see here which occurs on a very limited scale. It consists of broken 
lines forming a 'tooth' pattern. There are only three other examples of 
this among all the Qur'ans examined in this survey: 
1. TIEM, Me 723, dated 1310, Baghdad, signed by Sulaym n b, Muhammad 
al-Jaylani. 
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2. Walters Art Gallery, Baltimore Ms 559, dated 1323, signed by 
Mubarak-Shah b. tau . b. 
3. Chester Beatty Library Ms 1465. 
We shall have more to say later concerning these manuscripts. At this 
point we merely wish to draw attention to the fact of the mot'if's 
existence in the work of Al-iaidi. 
a. ) Sch. 
The Yufic script in the upper and lower panels conforms auch more 
closely to the 'classic' type, though as in all examples of decorative 
Kufic it has its individual peculiarities. Among these the most 
distinctive is the addition of pieces of pseudo-Kufic at the beginnings 
of lime and above thee. This is not a Maslulm characteristic, but 
does occur in several Iranian Qur'an, e. g.: Bayasit Library, Istanbul, 
19 
Me 8056, dated 1337; Chester Beatty Library Ne 1470, dated 1338, TIEN 
Me 430 dated 1339. 
b. ) Stoxork and borders. 
Strapwork is virtually the same as that which occurs on the opening pages. 
Around this however, on either side, are borders of the type we find in 
Group I Qur'ans of the thirteen sixties, i. e. the elongated 'S! shape 
with intervening loop. The history of this motif is interesting, 
because what ne we here seems to be the final development in a long 
process. 
20 
One of the first examples is found in Chester Beatty Ks 1439 which 
probably came;. from Shiraz in the early thirteenth century. It consists, 
in this manuscript, of an elongatsdIS ' shape joined by a hook. Later in 
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the early fourteenth century the 'S' shape occurs in simple repeat as 
we can see in the great Qur'an made in Baghdad between 1307 and 1310 by 
an anonymous calligrapher and illuminated by Ibn Aybak. The design 
occurs at precisely the same time in Kamluke work when we find it in 
the ex-Sotheby page of 1307. It then disappears from Damluke Qur'ans 
until the thirteen thirtits (See TIEM Ms 434). The next development 
is its re-appearance in the 1365 Chester Beatty Qur'an endowed by Khwänd 
Barakah, now with the intervening loop and it is"in this form that we 
find it in the work of O1-Imidi. Whether the fact that both of these 
two latter manuscripts were endowed to the same madrasah at the same 
time is of any significance is a matter that we shall be looking at 
shortly. 
c. ) TbM outer border. 
This is of a fairly traditional type and what is most noticeable is the 
employment of vivid colour schemes in combination with black and white. 
Yet again al-Amidi shows his fondness for contrasting rather than 
complimentary colours - red and blue, purple and green etc. 
The final Degas. 
The text of the final pages is in pronounced IgIbAggag with three dots 
above the long al if. Around the text in a CrIsaille technique are 
cicada shapes and composite blossoms together with cloud scrolls. All 
this is over a cross-hatched ground with red dots. The decoration of 
the ground is not found in previous Mainluke work, with the interesting 
exception of the Cheater Beatty/British Library thirty-part Qur'an. But 
it is found at a such earlier time in the 1307-10 Baghdad Qur'an and the 
TIEM Qur'an dated 1320, perhaps from the same city. 
48.8 
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There are a number of additional decorative features in these pages 
on which it would be beat to concentrate. The border comprises 
alternating palmettos and composite blossoms within a classic white 
Chinese 'jui' pattern. A4though this is rare in Mainluke Qur'an 
illumination there is an a]'most exactly similar method on one'of the 
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glass lamps commissioned byf Sultan Eisen for his mosque (circa 1363). 
The composite blossoms which occur several ttmosan these pages use a 
curious bent-petal device, 
! 
common to Chinese and Iranian art, but little 
found in Mamluke work befose this time. It occurs in a rather debased 
form in two of Sandals compositions, but on a very minor scale. The 
real hose([ this device wasj Iran where we can find numerous examples. 
The ground of the colophol page differs from that of Surat al=äs 48.7 
in so far as arabesque fraaiments replace the cicadas and blossoms. 
This type goes directly back to Baghdad where it is found in the work of 
Ibn Äybak, as well as occurring in the thirty-part Qur'an copied by 
yhibsrak-Shäh bin cAbd&lläh endowed by the emir Sirghitaish al-Nisiri 
to his d in 1356. his manuscript has a further connection 
with the work of Al-Ämidi. In the margin of each of the final pages is 
a fine esdallion, composed na most distinctive fashion from multiple 
petals in two shades of blue with white highlights around a central 
circle. This is found in identical form in the Sirghitmish manu- 
script and in the work of Mµhammadh bin Sayf al-Din al-äagqash, who 
almost certainly worked in Paghdad. 
A reconstruction of theca` r of Ibr&hjm al= di. 
Ibrähim al-Imidl is undoubtedly the most original and interesting 
illuminator of the Shacban period, although he stands somewhat apart 
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from the mainstream of Qur'an illuminators. What is proposed at this 
stage is a reconstruction of the career of this man on the basis of 
his known works; those which we believe can be attributed to his on 
stylistic grounds, and on the basis of earlier and contemporary 
Mainluke and Iraniari/Iragi work. i 
What do we actually know about hin? We know for a fact that he 
worked in Cairo for a number of years prior to the year 1376 when he 
completed illuminating the Qur'an cosmiosionsd by Sbacbsn for his 
AnhrafVya}h dlla as . Although his style of illumination contains many 
new and almost unique features, to have been commissioned by the sultan 
must have meant that he was considered a top-ranking painter. This 
presumes that he had been in Cairo long enough for his work to have 
become known. As we intend to show he was there prior to 1369. 
The second fact we have about him is his name. This being so short - 
merely his given name and gam, strongly suggests that this is how he 
was known to his contemporaries, i. e. Ibrahim 'of Amid', rather than 
Ibrähis 'the Painter', or Ibrahim 'son of IMuhammad', which almost certainly 
would have happened if he had been a native of Cairo, or resident there 
for a long time. If we add to this the point that his style of painting 
is different from that of his Group II contemporaries we can come to the 
conclusion that this man came to Cairo from Amid after being trained as 
an illuminator elsewhere and after a relatively short period of time was 
thought highly enough of to be commissioned to work for the sultan and 
other Mamiuke emirs. 
It was by no means uncommon for people from Syria, Anatolia and Iran to 
be found living in Cairo at this time. Examination of the biographical 
dictionaries of Safadi, Ibn Hajar and Ibn Taghri-Birth reveals many 
-227- 
whose nisbahs and biographies- prove them to have come from further 
afield. Artists and craftsmen are unfortunately rarely if ever found 
in the above works. However there is ample literary testimony to the 
22 
presence of Iranians involved in architectual decoration, for us to be 
confident that artists from further East must have found work'in Cairo. 
We have had earlier occasion to refer to Qur'an No 324 dated 762, in 
the National Library, Cairo. This is copied by someone whose n sb 
is given as 'al-nakhiawäni', i. e. of Nakhchivan in north-western Iran. 
Thus it would not be surprising to find someone from Amid, much nearer 
than Nakhchivan, and within the Mamluloe political 'orbit' working in 
Cairo for a Mainluke patron. 
23 
The city of laid lay in the province of Al-Jazirah, on the upper 
reaches of the Tigris west of Lake Van. Raid ras the capital of the 
area known as Diyar Bakr and this latter name eventually came to be used 
to refer to laid and it is by that name that the city is known today. 
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Amid and the surrounding area were controlled by the Artukids in the 
twelfth century, descendants of a Turkoman officer in the Seljuk army. 
At the end of the twelfth century Saladin established Ayyubid authority 
in Diyar Bakr and from that time onwards the area was subject to the 
authority of one or other of the neighbouring powers. Only Mardin 
remained under the direct control of Artnkid rulers and they managed to 
survive until the end of the fourteenth century. They appear to have 
acted as loyal servants of the Ilkhanids who controlled the area and 
regained control of Amid, Mayyafarigin and Khabur. After the demise 
of the Ilkhanids in the second quarter of the fourteenth century Artukids, 
TurJ, mans, Maalukes and the petty Ayyubid dynasty of Hisn Kayfa wrestled 
for control of Diyar Bakr. Eventually Flyer Bahr came under the control 
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of the Aq Qoyunlu Turkomans who were given it as a reward for their sup- 
port by Timur. 
We are aware of no fourteenth century Qur'ans from Diyar Bakr, though 
these may exist so it is difficult to establish what traditions of 
manuscript illumination and calligraphy existed there; an aalea which 
culturally speaking was something of a backwater. A scribe with talent 
as an illuminator would have tended to make his fray to West, to one of 
the Anatolian beyliks or South to Iraq or Western Iran. This was 
probably in the 1350's or early 60's. 
Anatolia. 
We know little about manuscript production and illumination in Anatolia 
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in the aid-fourteenth century. It was a time of chaos and confusion 
as the beyliks were gradually taken over by the Ottomans. However in 
the Mevlana museum in Kopra are a member of manuscripts dating from the 
period prior to 1350 which give us some idea of what illuminated Qur'an9 
would have looked like. There is also another dating from the time of 
Ibrahis al-äaidi. 
During the course of my visit to the Mevlana I was able to examine 
among others, manuscripts dated 714/1314-15,727/ 1326-7 and 770/1368-9. 
In addition there is a Qur'an jam' which was sold in London some time 
ago and now in a private collection in New York, dated 1334 which may be 
of Anatolian origin. 
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These manuscripts are: a Qur'an written for a Qaramanid prince (? ) 
Khalil bin Nahtod bin Qaremän in the city of Konya in 1314-15 by Ism-ach 
bin Yusuf and illuminated (dh u la rasau) by Yacqub bin Ghasi 
al-Qunawi, (! (s 2); a Qur'an copied in 1326-7 by 
clss 
al-Din al-Khattat 
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al-Säravji (Ms 13); a copy of the Mesnevi (Ms 69), both the 'latter 
probably being copied in Konya. The single ]' was copied in 1334 by 
_ 
29 
one Husayn bin Hasan called 'Suaäm al-Faqir al-Mawlawi'. It is known 
that the khallfah of Sultan Malad, head of the Mevlevi order, in Erzincan, 
was a certain Husayn Husam al-Din. As Sultan Walad was head'of the 
order from 1264 until 1312 it is quite probable that his kktallfah 
should still have been around in 1334. Thus it i8 possible that this 
Qur'an section comes from Erzincan or somewhere in eastern Anatolia. 
On the basis of these manuscripts, along with such earlier work as has 
survived, we can see that there was a thriving tradition of illuminatian 
and calligraphy in central Anatolia around Konya the Mevievi metropolis. 
In this tradition, particularly if we go back to the end of the thir- 
teenth century, we can see some parallels with the work of Ibrahim 
al-Amidi. In the outstanding copy of the Mesnevi dated 678/ 1279-80 
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in the Mevlana Museum (Ms 51) we notice many of the characteristics of 
the Al-Amidi compositions: innovation, outstanding quality, unusual 
colours, a wide repertoire of motifs, certain similarities in composition. 
These features are not so marked in the later Anatolian work. However 
the 'S' - shape and loop atrapwork that we have seen so prominently in 
the Aaidi compositions does occur in the 1369 Ilesnevi. To this we 
could add the fact that Anatolia was possessed of an extremely well- 
developed and highly imaginative tradition of architectural decoration 
to which al-Anidi's work could be related. 
IrAg and Western Iran. 
The other area in which al-Laidi could have worked is Baghdad and 
western Iran which were controlled by the Jala'irids and Injuvids 
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followed by the Muzaffarids respectively. We have noted that the vivid 
colours and Chinese-inspired decorative detail was a characteristic of 
the great Baghdadi master Muhammad bin Aybak and that this is one of 
Ibrahim al-Amidi's strongest features. Unfortunately, we are not in a 
position to comment on the way in which the work of Ibn Aybak continued 
to influence later manuscript illuminators in the Baghdad area. All 
we can say is that some of the features of his style appear in a muted 
form, in the Qur'ans illuminated by Muhammad bin Sayf al-Din al-Nagqäsh. 
However, whilst in the Pars Museum in Shiraz I came across several a. lza' 
from an unknown Qur'an which appears to be a direct successor to the 
tradition of Ibn Aybak. These, 1,12 and 13, bear an almost obliterated 49.1 
31 
waafiYY&h which does however give enough text to enable us to establish 
32 
_ that it was endowed by Turan-Shah, the wasir of Shah Shujäc (1357-84), 
Muzaffarid ruler of Shiraz, to the Jamic al-Atiq in that city. This 
was in the year 777/ 1375-6. We cannot be certain that the manuscript 
dates from this time as the waafjvvah may have been written over an 
earlier one. But assuming that it is the original, and that the manu- 
script was illustrated in Shiraz then it is of great interest to us 
because parts of it are very close to the work of Al-Imidi. This is 
perhaps most noticeable in some of the khameah and 
cs 
rah signs where 
the same vivid colour combinations appear together with the 'bent-petal' 
motif in compositions that have something of the Al-Ämidi extravagance 
about them. Floral arabesques have the same highly articulated detail 
along with the combination of black white and brighter primary colours. 
We also get the appearance of the border made up of 'S'-shape and loop6, 
though here it is two not one loop as in the Cairo manuscript. 
49.2-3 
49.4 
To come to any absolutely categorical conclusions about the possible 
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sources of A1-Amidi's style and training is difficult, given the slender 
means at our disposal. All we can say is that he was almost certainly 
trained outside of Cairo, probably in Iraq or Iran and perhaps with 
some Anatolian connections. 
Other works illuminated by Ibrähias al-Zaidi. 
There are two other Qur'ans which, on stylistic grounds, we can attribute 
to this artist. The first is Cairo National Library Me 9 and the 
second, Ms 15 in the saue place wade for the Emir Sirghitmish. 
Full and detailed descriptions of these are not necessary, as all we 
wish to do is to establish Al-Xmidi's involvement. 
1. National Library. Cairo Me. 9. 
This is an unusual two-volume copy, endowed by Sultan Shacbän to his 
mother's cadre ahs along with three other Qur'ane on 27 March 1369. It 
is unsigned and judging from the style of the calligraphy, which is a 50.1 
good muhmoaa, not the work of 
oAll bin Muhammad al-Muktib. In the 
borders of many of the pages are variant readings of certain . 
These are in a fine small hand, which looks superior to that of the main 
text, and may be the work of some one else. 
Each surah eading is surrounded with a type of strap - or ribbonwork 50 2 
not identical to but clearly closely related to the 'S'-shape and loop 
variety. It consists of a long flat link of the same proportion as tte 
'S' and a loop. This is in gold with the interior of the link being 
filled with blue, red, but most frequently with the bright turquoise that 
we find in Cairo Ms 10. Now the identical type is used to surround 
many of the surah-headingo in the same manuscript, and this is the fir=st 
time we are aware of its use in a Mainluke Qur'an, though Ibn Mubadir 
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did employ occasionally a type with three loops. 
If we compare the white Kufic of the surah headings it is quite 
apparent that they are by the save artist, including all of the idiosyn- 
cracies mentioned in the analysis of the Kufic in Ms 10. In the case 
5U. 3 
of the marginal ornaments the resemblance is even closer. It iA difficult48"9 
to distinguish between the ornaments of the two manuscripts since in 
design, colours and details they are identical. 
Each of the two parts to the Qur'an has a magnificent frontispiece. 
Both are quite unalike as far as the design of the central 'trellis' is 
concerned. And there is no connection between these and the design of 
that in Ks 10. Both however do employ schemes that appear to be entirely 
original in the sense that they have not appeared previously in Mamluke 
manuscripts. 
Ni sf 
The frontispiece of Ni-of 1 is the beet known having been exhibited and 50.4 
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reproduced several times. It is fully described by Atil and there is 
little that needs. to be added to that. We find the same finesse of 
detail here as we do in Ms 10; the same intense articulation of the 
palmettes and other details; the same use of vivid primary colours 
together with black and white. In this double-page composition the 
principle of geometric regularity is adhered to throughout: there is no 
break-up of the 'trellis' into free-moving parts. However we should 
bear in mind that there is a gap of five or six years between the later 
Me 10 and this one; time in which the artists ideas would have 
unquestionably developed. The principle of colour-change which we 
have noted in the work of 41-Ämidi is here present in a much stronger 
MISSING 
PRINT 
degree. It is applied to all areas of the composition, not Merely to 
the central panel but to each component part. It is subtly and care- 
fully done : +O that one is not conscious of the change from the right-hand 
side to the left. It is only on detailed inspection that the observer 
becomes aware of the full extent of the changes. This is prgcisely the 
method applied in the frontispiece to Cairo He 9: not to colours but to 
geometry. There we have the feeling that each aide is identical and it 
is only after examination that we realise that this is very far from 
being the case. 
The opening pages of Nisf 1 were closely followed later when Al-Amidi 
came to illuminate NO 10. The outer border of the latter use the same 
overall pattern, with many identical details. Perhaps the most telling 
detail is the feature that we can almost regard as the artists 'trademark'. 
If we examine the smaller square panels at the ends of the rectangular 50.5 
ones bearing inscriptions we see the familiar pentagon-in-a-decagon motif. 
Yet again, exactly as in Ms 10, one of the pentagons is out of alignment: 
that on the bottom rightof the second page is angled to the left instead 
of in the opposite directior so that the balance of the four pentagons 
is thrown 'out of key'. There are several other points that are worthy 
of mention most notably the introduction of a type of edging that we 
have not seen in Mamluke Wur'ans prior to this time. It consists of a 1,0,5 
blue link and dot which is exceptionally rare in the Near East. W: cua0 1V 
rare is the white edging decorated with alternating 'teeth' and wý-"ý 
used all over this manuscript, but in only one minute spot in Mr" 
if almost deliberately supressed. 
Nif 2. 
This volume is hardly known at all. All that has been published so far 
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are the black and white line drawings of some details of Bourgoin. The >ýý"6 
central panel contains a piece of repeat block-pattern, formed by the 
interlocking segments of the 'trellis'. These knit together in such a 
way as to form three very distinct shapes: a circle with four lobes: a 
circle with fan-tails at the top and bottom with semi-circular 'bites' 
at the sides: an almond lozenge with lobes on either side. The overall 
impression is quite un-Mamluke. The interiors of these shapes are 
filled with flowers or palmettes on a blue or black ground. Beyond the 
surrounding border of strapwork is another wide border which is divided 
into segments with pointed ends. These segments are decorated with 
finely drawn and painted mini-compositions made up of large mauve or 5u. 7 
white blossoms flanked by green or white lotuses with accompanying flora, 
all on a black ground with white treble-dot motif. These panels are 
separated by twin triangles placed point to point divided into interlocking 
sections and decorated with a highlight that gives a distinct low-relief. 
Outside of this is another border comprising green bud-shapes side by 
side and overlapping on reddish brown ground. There is no precise 
Mamluke parallel in earlier Qur'ans. 
The final border is of a standard alternating palmette type, enlivened 50.8 
with a bent-leaf motif in the centre of the most prominent palmette. 
At this point it may be better to pause briefly to comment on some of 
the features noted in the work of this painter. In the first place theme 
can be little doubt that this manuscript is the work of A1-imidi. 
Although it is not impossible that he was assisted by one or more persons, 
the similarities between the manuscript described above and Cairo Ms 10 
are such that they must be essentially the work of the same man. 
Having examined the frontispiece designs and compared them with all 
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known earlier work, Mamluke, Iraniarn/Iraqi, Anatolian, we are-forced 
to the conclusion that there is no exact prototype, but among Anatolian 
and Iranian work there are compositions which follow similar principles 
whereas among Mamluke manuscripts there are not. 
If' we examine the design of NisV 1 in Cairo Ne 9, we can asp that 
what we have is a piece of repeat block-pattern composed of an eight- 
lobed medallion with intervening 'stars' made of composite blossoms. 
In the unpublished J uz' 21 in the TIEM (Ms 540) from the Qur'an copied 
in Mosul for Oljayti between 1306-11 there is a frontispiece which is 15.7 
clearly related. Precisely the same pattern is used, the only difference 
being that in the Mamluke version the axis has been altered from vertical 
to diagonal. Apart from this example there is the general fact that 
repeat block-pattern designs were used frequently by earlier fourteenth 
century Iranian and Iraqi artists whilst among Mamluke painters such a 
method appears to have little popularity. 
In the case of Ni f2 the basic principle is the overlapping of 
designs based on circles and segments of circles to create unusual and 
irregular shapes which are then worked up by the painter and form the 
pattern. This idea doer, not appear to have been much used after the 
first decade of the fourteenth century in Iraq and Iran, but there are 
some excellent examples in the Qur'an illuminated by Ibn 
Aybak in 14.6-7 
Baghdad after 1306 and endowed by 
0ljaytu to his mausoleum in Sultan- 
iyyah. We find more examples in a Qur'an made in 1310, and now in 
Topkapi (Ms 503), though earlier Iranian manuscripts do not appear to 
employ this principle. Although it may be thought an invention of 
the Ilkhanid painters this does not appear so, since it is used by the 
illuminator of the 1279 Mesnevi in Konya, Mukhlis bin 
cAbdellih al-Hindi. 
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There are a very limited number of possible Mamluke antecedents for 
this type of deý-agn, for example Ms VII, 10 in the Keir Collection, 
though these cannot be compared to the Iraqi, Iranian and Anatolian 
compositions which are infinitely more elaborate. None of these however 
compare in complexity with the composition of Al-Amidi. We must con- 
elude that he was aware of the earlier designs, perhaps by having seen 
manuscripts in which they were employed, or we may speculate, having 
come across pattern books used by earlier painters in somewhere like 
Baghdad. 
The opening pages of text bearing the first 21111 of Surat Mary" are 
elaborately embellished with cicada shapes and composite blossoms done 
a grisaille technique as in Cairo Ms 10. The decoration of these pages 
follows that employed elsewhere by the artist. The border is a 
particularly fine example of his technique of exquisitely drawn palmettes 
and arabesques in bright primaries in combination with black and white. 
A feature that we find for the first time here occurs in the border 
surrounding the Kufic inscripticns. These are apparently peonies 
depicted from the side, and a motif which was very coamon in fifteenth 
century illumination. 
The final pages of text in this part bear Sprat al-Falac and Al-Nas AA 4 
have panel: above and below which are some of the most elaborate in the 
work of Al-Amidi. Unlike all other examples these panels are conceived 
as a compositional unity instead of being divided into three separate 
component parts. The panels on this occasion are created by circular 
and oval areas being formed by interlocking and overlapping circles and 
segments of circles. Of especial interest to us are the pear-shaped 
medallions at the end of each panel. The shape itself is relatively 
50.9 
50.10 
50.11 
50.1.2 
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uciconulvn among Mainluke kork of this date but what is of greater c<. ncern 
i:, tint border. This is a splendid and 'classic' example of a three- 
pointed leaf in an oval with vimilar one behind creating an overlapping 
effect. The only other dated example of this device is in Topkapki 
Ms p65, which is signed by Mubarak-Shah al-Suyufi and dated Cairo, 
1344. Thus, Al-Ämidi was not only an outstanding painter but had an 
extremely wide repertoire of designs and motifs, quite a number of which 
appear not to have been used before. 
2. National Library. Cairo Ms. 15. 
This is a single volume Qur'an commissioned by the Emir Sirghitmish 
al-Ashrafi and copied by Muhammad al-Muktib al-Shihabi in Dhu'1-Qacdah 
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776/April 1374. Parts of this are reproduced in Moritz, including an 
enlarged detail. Careful stu y of these reveal all the characteristics 
of Al-Amidi's style. The text is written over a ground of finely drawn 
arabesque scrolls enlivened with gold on a background of gold cross- 
hatchings. The only other instance of this is in Nief 1 of Cairo Me 9. 
The kufic script in the upper and lower panels is identical to that in 
Mss 9 and 10. These panels are surrounded with ribbonwork of the 
S-shape and loop variety that we see so often in the painting of Al-(midi, 
but elsewhere only rarely. These panels also contain the device of the 
peony shown in profile which we know only from the examples in Nisf 2 of 
Ms 99. The outer border would seem to be of the polychrome-with-black- 
acid-white-type that we see in Mss 9 and 10, with, interestingly, a revival 
of thF, old 'tear-drop' motif of the early years of the century. The 
edge around the medallions at the ende of the Eenels closely follows 
that around the medallions in Ni; f 2 of Ma 4 and which, as we have 
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pointed out, is similar to that in the 1344 Qur'an in Topkapi. 
The manuscript also falls within the period during which we know 
Al-Amidi to have been working in Cairo, circa 1366 to 1376. If it be 
argued that as an artist in the middle of commissions for the sultan, 
it is unlikely that he would have accepted work from elsewhere, then we 
should note the following points. First of all we have the precedent 
of Group U where the artists involved also produced a Qur'an for the 
emir Arghun Shah. Secondly Sirghitmish - like Arghün Shah - was an 
intimate of the sultan and it would have been quite natural for him to 
engage the same craftsman. 
At this point it is worth saying something about these two emirs, both 
of whom were patrons of Qur'ans during the reign of Shacbän. 
i) Arghun Shah al-Ashrafi. 
Ms 54 is perhaps the best known of all the Qur'ans of the Shacban period. 
It has been reproduced in part several times and its style analysed and 
commented upon by Ettinghausen and several others. 
37 
One aspect of this 
manuscript which has led to much speculation is its apparent association 
with the name of a Mamluke emir, Arghün Shah al-Ashrafi. The name of 
this man occurs in a rather odd half-oblitterated inscription at the 
front of the manuscript which reads as follows: 
.... 
Arghün Shah al-Mamliki al-Ashrafi, May God make him victorious and 
grant him his hopes and desires in the Two worlds (has endowed) all of 
this Holy Qur'an for all muslims, that they might benefit from it in 
reading, copying and other (ways)...., (Fig. 30) 
Despite the fact that the inscription mentions no institution it is 
46.9 
undoubtedly a waafivvah since the word 'wagafa' can be clearly seen at 
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the beginning of the inscription even, though a determined effort liar 
been made to erase it. Unless the name of the institution is contained 
in the erased lines (unlikely) then we must assume that the inscription 
is unfinished. 
Arghun Shah was a relatively common name, however the addition of the 
word 'Al-Ashrafi' indicates that he was a mamluke of a sultan bearing 
the throne name Al-Ashraf. This can only be sultans Kujuk (1341-2) 
or Shacban. Although the authors of the Millenery Catalogue opt for 
Kujuk, on grounds that are by no means clear, Ettinghausen favours the 
latter suggesting that the Qur'an was made about 1370 for an emir who 
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lived circa 1368-88. According to Atil, most recent commentator on the 
manuscript, 'although it is tempting to assign the Koran to this Arghun 
Shah (emir of Kujuk) who died in 1349, the style of the frontispiece and 
the overall conception of the manuscript reveal a closer'connection with 
a group of later works commissioned by Sha0bin. ' Atil is correct in not 
succumbing to the temptation since there is nothing that could lead us to 
ascribe the work to the time of Kujuk, while the manuscript is clearly 
part of the output of the Group II artists of Shacbän whose work we have 
examined in detail. Furthermore despite Ettinghausen's rather non- 
committal date of 1368-88, and Atil's 'it seems more likely that the pat: v n 
of this Koran was an unknown Arghün Shäh who served Sultan Shaban... ', 
c 
the identification of Arghun Shah is not difficult. 
Both Ibn Taghri-Birdl in the Manhal al-Safi and Al-Safadi in his huge 
Wad t give the biography of an Arghün Shah al-Ashrafi who was an emir 
c- 
of Sultan Sha ban and who died in 1376 according to Ibn Taghri-Birdi: 
t 
Arghun Shah bin Abdallah al-Ashrafi, the Emir Sayf al-Din, was one of 
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the commanders of a thousand (mutaaaddim al-alf) in Egypt, at'thr- time of 
his master's reign, A1-Ashraf ShaCban bin Husayn. He was an intimate of 
his lord, to the extent that he undertook the Hajj with A1-Ashraf in the 
year 778/1376 when what will be related in his biographical entry occurred 
and he returned to Cairo. Arghun came back with him and the other emirs 
who returned to Cairo. Then A1-Aahraf concealed himself and hid from 
his emirs, and Arghun did likewise until he was caught and put to death 
in the 788/1376 at Qubbat al-Naar outside of Cairo, (Appendix 40 
There can be little doubt that it was this Arghün Shäh for whom the 
Qur'an was written. The only mystery is the institution for which it 
was intended, since there are no records of this emir building a mosque or 
madrasah to which it could have been endowed. 
ii) Sirghitmish al-Ashrafi. 
Sirghitmish bin cAbdalläh al-Ashrafi was the intimate of Shacbsn and like 
Arghün Shah went into hiding at the time of the sultan's downfall, was 
captured and executed in 778/1376. Ibn Taghri-Birth has an account of him 
40 
which differs little from that of Arghnn Shah. He is to be distinguished 
41 
from Sirghitmibh bin CAbdalläh al-Nisirf who died in 759/1358 and who 
founded a madrasah in 756 to which the thirty-part Qur'an signed by 
c 
Mubarak-Shah bin Abdalläh was endowed (Cairo Me 60). 
Although there are full accounts of the madr s founded by his name- 
sake Sirghitmish al-Nasiri, there is no record in ? Igrizi, All Pasha etc. 
to mosque, madrasah, tomb, or any institution founded by Sirghitmish. 
Like the (tur'an of Arghün Shih its ultimate destination remains, as yet, 
unknown. 
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Both of the above emirs, close associates of Sultan Shacban, 
ordered Qur'ans from a workshop which also produced manuscripts for the 
monarch and his mother. As we have seen these manuscripts form two 
distinct groups which we have termed II and III. Given the close 
association of the patrons and the fact that manuscripts fromaeach group 
were endowed to the same institution at exactly the same time, it seems 
logical to suggest that we are dealing not with two separate workshops, 
but only one and that that was the royal studio,, established by Shacban, 
or his mother for the purpose of producing Qur'ans for the foundations 
that they were in the process of setting up. 
3. The thirty-mot Qur'an in the British Library and Chester Beatty 
Library. 
In the collection of the Chester Beatty Library are two magnificent 
42 
jLJMI from a thirty-part Qur'an, Mss 1464-5. Another ' is in the 
43 
British Library, Ms Or 848. and a further one which formerly belonged to 
44 
Professor Tancred Borenius was sold in Sotheby's in 1975. 
All we know about this manuscript is that it bears a waofi_wah in the 
name of Al-Nasir Faraj 
(1399-1412). The xaof swab is mentioned by Ling8 
and Safadi in their catalogue of the Qur'an Exhibition, but as they point 
out the manuscript must be earlier than the time of Faraj. Atil is 
inclined to attribute it to the first quarter of the fourteenth century. 
This however is much too early: it bears no resemblance to any of the 
dated manuscripts of that period, nor indeed to any manuscript made 
during the reign of Al-Nasir Muhammad. 
Close examination of all of the first three parts strongly suggests 
that most, though perhaps not all, of the work is by Al-Amidi. This 
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assertion is made on the basis of style. There is also strong 
ci rcumi-tant ial evidence to show that the patron of the manuscript wa. 
yet again ShaCban. 
A detailed description of these Ajga' is unnecessary, all we wish to 
show are the similarities between the illumination in this manuscript 
and the known work of A1-Amid-1. Let us begin by examining the 'trellis' 
designs of the four aizä'. 
We have seen that Al-Amidi not only employs unusual trellis patterns 
but tends to use them or parts of them in several manuscripts, We have 
also noted that his deigns appeu. r to be unique in that we know of no 
other painter who employs them. The trellis design of Juz' 12, Chester 
Beatty Ms 1465, is quite clearly adapted from that of the frontispiece of 
5I .1 
Nisf 2 of Cairo 9. The arabesques of the surrounding border are modelled 50.6 
with the same intense feeling for. detail that we see throughout the 
manuscripts illuminated by Al-Amidi and the same conjunction of black and 
white is also used. There are other tell-tale details: for example the 
three-pronged base of each alternate 'spike' in the margin is also used 
in the border of Cairo 9. 
When we turn, to the frontispiece of Jýu ' 4, Chester Beatty Ms 1464, we 
can see further clear examples of the hand of Al-Ämidi. Once again the 
'trellis' composition is constructed from interlocking lobed circles and 
segments of circles, with the irregular areas receiving the most elaborate 
decoration. The floral chains at the top and bottom of the composition 
are painted in precisely the same fashion, constructed, modelled and 
coloured in an identical manner on a black ground with a tiny white treble- 
51.2 
dot motif. Among the colours used is the rare turquoise shade that occur s 
only in Al-Amidi's work. The decorative details include the square-ended 
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strapwork knot in the centre, and ierhapv most important, white edging 51. j 
with a 'tooth' pattern. As we have noted this is extremely rare and 
no other example is known in Mamluke work before this time. 
The question of' 9 is more complex. Although the decoration 51.4 
within the colume does not differ substantially from that in the other 
size', the decoration of the frontispiece does. The design of the 
'trellis' is much more archaic than any of the other designs used by 
Al-Amidi. It is in fact one of the old designs favoured by Sandal and 
his pupils. Moreover the fillers used for the 'trellis' are of an 
entirely traditional type. Nor does the design and decoration of the 
outer border conform well to what we know of Al-Ämidii. Thus, it seems 
probable that this was executed by another artist working with Al-Amidi. 
However such is the variety of his style and repertoire of motifs, that 
we cannot be absolutely certain of this. 
Juz' 7 which we know only from the reproduction in the Sotheby Catalogue 
is certainly the work of Al-Amidi. 
51.5 
The inner parts of these volumes are by no means as sumptuously 
decorated as those of Mss 9 and 10. However we can point to major 
features which we know only in the work of Al-Amidl. In Jyg' 4 for 51.6 
example, the text of the opening pages are surrounded by cicada and 
composite blossoms in a grisaille technique identical to those in Cairo 
Ms 9. Around the border of the pages is the overlapping tri-lobed leaf 51.7 
in an oval that we find also in the same manuscript and only very rarely 
elsewhere. Finally in all of thene a za' the marginal device for 51.8 
ritual prostration is indicated by a miniature mosque bearing the word 
'sa'ada'. The only other example of this is in the work of Al-Ämidi. 50.13 
On stylistic grounds there can be little doubt - this at any rate is 
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our contention - that the manuscript is yet another in which Ibrähim 
al-Amidi was involved, perhaps alone, possibly with the assistance of 
others. 
It would seem logical that this Qur'an was among those commissioned 
by Sultan Shacbän or his mother. What evidence do we have for this? 
Our only evidence is circumstantial but there are quite good grounds for 
believing it to be correct. 
The only inscription on the manuscript occurs on the juz' in the British 
Library. This has been almost entirely scrubbed out, but under ultra- 
violet light can be read quite easily: 
Our Lord the sultan Al-Malik al-Näsir Faraj son of the late sultan Barqüq, 
May he be victorious, has endowed this as is stated in Jam' 1, (Fig. 31) 
uz' 1 is missing so we cannot say exactly what tue terms were, presumably 
they differed little from earlier endowment certificates. However, what 
we would like to suggest here is that this manuscript cane into the hantig 
c_ 
of Faraj from the Aehrafiyah foundation of Sultan Sha ban. There are 
two ways by which this could have happened. 
In the year 810/1407 the Emir Jam-a1 al-Din, Uetädär of Al-Na-sir Faraj 
commenced work on a madrasah in the Bab 
cId 
area, When this was 
completed he furnished it with material taken from the Ashrafiyah foundation 
of Sultan Shacban. Maqrizi in the IQiitat relates as follows: 
45 
And in the ras of Al-Ashraf Shacban bin Huasayn bin Muhammad bin 
Qalaun, which was in the rough ground opposite the Tab lkh-anah of the 
Citadel there were windows of copper inlaid with gold, doors faced with 
copper, exquisitely worked with inlay, Qur'ans, books on Hadith and Fi h 
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and other religious sciences. (Jamal al-Din) bought this from Al-Malik 
46 
al- alih al-Mansur Hajji, on of Al Ashra: for the sum of six hundred 
dinars - when it was worth ten times that amount - and took it to his 
house. Among this were ten Qur'ans whose height and length were 
47 
between four i-d five spans (as hbar), including one by Yaqut,, another by 
48 
Ibn al-Bawwab and the remainder in elegant scripts, superbly bound and 
in bags of woven silk. There were also ten loads of precious books, 
all of which had the endowment certificate of A1-Ashraf on their first 
page. And they were put in his madrasah..., 
(Appendix 411) 
The Ashrafiyyah Madr ah was subsequently demolished by order of Al-Näsi r 
49 c 
SO 
Faraj and the Mari_ taten of Al-Mu ayyid Shaykh finally put up on its site. 
Our first suggestion would be that the Chester Beatty/British Library 
manuscript was among items remaining in the Ashrafiyah Madr sah and was 
re-endowed by Faraj. However, Magrizi's account implies that everything 
of value was taken by Jamal al-Din, so the second possibility, to which 
we will now refer, seems the more likely. 
After the execution of Jamal al-Din by Al-Neoair Faraj, the sultan 
wanted to destroy his rajah, but was persuaded from that course by 
his secretary Fath al Din bin Fathallih. By certain doubtful legal 
51 
measures, details of which are given by Magrisi, al-Nasir Faraj tore up 
the endowment deed of Jamal al-Din and made his own new endowment, 
changing the name of the. madrasa-h from that of his ex-ustedar to that of 
52 
himself Maqrizi then tells us: 
Then the sultan examined the religious books endowed to the mad ras h 
(i. e. those taken from the Ashrafiyah) and selected a number, and on the 
cover (sr of every one was a note containing the wf h of the 
1 
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sultan. Then he took many of the books and sent them to the Citadel. , 
(Appendix 4iii) 
Here we-hrive direct proof that Faraj removed and re-endowed books 
originally from the Ashrafiyyah Madraseh. Although Qur'ans are not 
mentioned by name there is every reason to believe that Qur'an's were 
included, among which was the manuscript under discussion. Thus our 
contention is that the four survivingaiza' are part of the ouvre of 
Ibrahim al-Aaidi made originally for Sultan Sha0bän and an important 
part of the Group III manuscripts. 
Other mums rivt in which Al-Amidi may have been involved. 
In this final section we would like to examine three manuscripts which, 
we believe, show the hand of Ibrahim al-Imidl, but all of which bear 
dates from long before his first recorded appearance in Cairo. They are 
signed by famous calligraphers, namely: Yahyy al-Süfl and the two men 
who are recorded by some as having been his teachers; Mubärak-Shäh bin 
Qutb and Mubarak-Shah al-Suyüfi. The manuscripts are: 
0 53 
1. Walters Art Gallery, Baltimore, Ms. V. 559. Dated 723/1323 and 
bearing the signature of Mubarak-Shah bin Qutb. 
54 
2. TIEM, Ms. 430. Dated 739/1339-40 and bearing the signature of 
Yahya al-Sufi 
55 
3. Topkapi Library, Ms. Y 365. Dated 744/1345 copied by Nubärak-Shäh 
al-Suyufi. 
All have compositions based on the principles at work in those of A1-MILdl. 
The first two, in particular, have decorative details that occur only in 
the painting of that artist. 
Around the opening pages of the Walters manuscript and the initial 
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pages of text in the Topkapi Qur'an are borders of tri-lobed Haves in 52"1 
24.3 
ovals. These occur in no other fourteenth century mss that we know of 
56 
before the work of Al-Amidi in Cairo Ms 9. The edging made up of a 
repeating 'tooth' pattern that appears in the illumination of the 
57 
Walters Qur'an occur, with a single exception, only in Cairo M§ 9 and 
the Chester Beatty ajza' of the thirty-part manuscript which we believe 
58 
to be his work. 
The cicada-shape: and composite blossoms that are found on the openirg 
text pages of all three manuscripts appear Lit the work of A1-Amidi, but 
in no other Qur'an between 1345 and the thirteen-seventies. The texts 
of Fatihah and Bauara in both the earlier Qur'ans and some of those by 
Al-Ämidi are written over a wave-diaper pattern. This is found in 
59 60 
Iranian and Iraqi manuscripts, but not in Cairene ones before Al-Amidi 
(if we discount the Topkapi manuscript) 
On examining the opening folios of illumination in the Walters manu- 
script (18 x 13 cm) we are struck at once by the similarity between their 
composition and those in Al-Ämidi's Cairo manuscripts. We have pointed 
out the painter's fondness for designs made of interlocking circular 
61 
elements, in which the unusual shapes made by the interplay of geometric 
figures, particularly the lobed almond-shapes, are an important part of 
the overall pattern. The Walters composition follows these principles 
closely. Secondly the vivid colour-scheme including the distinctive 
turquoise on dark grounds are characteristic of Al-Amidi. 
If we examine the opening pages of text to TIEM Ms 430 it is apparent 37, E 
that composition of the upper and lower parts is identical in a number 
of respects to the composition just discussed. The semi-circular 
constructions with pointed lobes are the same as those used in the 
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Walters manuscript and the lobed almond-shaped area arn1 its decoratiot, 
and colour scheme are exactly the same. 
Around the central panel of some pages is a distinctive form of edging '3 . 
consisting of a light-blue link alternating with a circle of the same 
colour on a dark-blue ground. f 
There is no other example of this in use before the opening pages of 
Cairo Ms 9, Nj? 1, where it appears in the gams position. 5p. 5 
Having examined in detail all the work and probable work of Al-/mid! 
we feel certain that the first of these manuscripts under discussion was 
illuminated entirely by the Cairo master. His hand is definitely 
present in the second, and quite probably in the third as well. 
The script of the Walters and TIEM manuscripts is extremely close, 
though if Yahya al-Sufi was the pupil of Idubärak-Shah this is perhaps 
to be expected. However it does bring up the question of whether these 
manuscripts are genuine examples of the masters' hands or not. 
There are only two possibilities: the manuscripts are either facsimiles 
made probably in Cairo, or genuine works illuminated later. In view cf 
the fact that there is another manuscript with the signature of Yahya 
62 
al-Sufi in an identical hand 
(Chester Beatty Library Ms 1475) bearing 18"1 
later Ottoman illumination the manuscripts are probably not Mamluke 
facsimiles. As they have no contemporary inscriptions, neither 
Waf_yvahs nor certificates of commissioning, we cannot establish their 
genuineness; all we can say is that they do date from the first two- 
thirds of the fourteenth century. 
As there is no evidence to associate the two earlier mss with sultan 
Shack. his mother, or any Mamluke ruler, and in view of the fact that 
there are elements that do not appear in other Mamluke Qur'ynr, we 
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would like to suggest that illumination in the manuscripts dates from 
the period prior to Al-Amidi's arrival in Cairo, and represents part of 
his missing earlier work to which we have referred. 
As there are strong parallels between parts of the illumination in 
the Walters and TIEM manuscripts and that in early fifteenth century 
Timurid work, this suggests that Al-Amidi must have been working in 
Iran/Iraq at the time when that very precise Timurid style of manuscript 
illumination was just beginning. One point which may indicate a link 
with Al-Amidi's earlier career is the fact that the opening frontispiece 
of the TIEM Qur'an consists mainly of a prominent almond-shape in the 37.1 
centre, surrounded by Avat al-Kurst in gold kufic. This almond motif 
is virtually non-existent in Mamluke and Iranian illumination in the 
fourteenth century, but appears to have been common in Anatolian 
illumination at the end of the previous century. The Mesnevi of 1278 
made in Konya (Mevlana Museum, Ms. 51) is full of examples of large 
almond-shaped motifs occupying entire pages. We have suggested that if 
Al-Amidi was a native of the Diyarbekir area he may have had some links 
with illuminators in Anatolia. 
Ste. 
The work of Al-Amidi as exemplified by the one manuscript signed by him, 
Cairo National Library Ms. 10 shows him to have been an original artist, 
extremely versatile, with a very wide repertoire of decorative motifs. 
Many of the latter had not been seen in Cairo-produced Qur'ann before 
the time of Al-Amidi. Some of the compositions embody concepts far 
removed from the 'orthodox' designs of the Group II manuscripts. There 
are numerous parallels between the work of Al-Amidi and Qur'an 
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illumination in both Iraq and Iran, of earlier years. 
As his name implies the painter probably did come from the area 
around Amid near to the present Syrian-Turkish border. His work shows 
elements from Anatolia, Iraq and Iran and we have postulated that he 
worked in one or more of those regions before going to Cairo,, perhaps 
about the mid-thirteen-sixties. 
We believe that in Cairo Al-imidi was responsible for the illumination 
of at least four manuscripts: 
1. National Library, Cairo Ms. 9, before 1369. 
2. No. 15,1374. 
3. nn to Ms. 10,1376. 
4. Chester Beatty Library Mss 1464-5, British Library, Ms or 484, 
Ex-Sotheby, Ms 8.4.75 (Lot 200) post-1376. 
Our reasoning is based on stylistic comparison together with whatever 
historical evidence we have been able to uncover. It is apparent that 
the painter was employed on commissions for both the Sultan and at least 
one important emir, his favourite, Sirghitmish al-Ashrafi, though most 
of his production seems to have been destined for the two royal madras s. 
Al-Amidi almost certainly worked in the same atelier as the Group II 
painters which had probably been set up by the Sultan and his mother to 
provide fine Qur'ans for their two foundations. 
There are several other works which we believe it is possible to 
attribute to Al-Amidi, though the evidence for his involvement is clearly 
not as convincing as that for his illumination of the four Cairo Qur'an s 
above. So we believe. All of these manuscripts are signed by famous 
calligraphers. We think it probable that two of them were illuminated 
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by Al-Amidi, perhaps in Baghdad, while the third waci probably 
illwQin. ted in Cairo. 
Concluding remarks. 
-256- 
Far from being an art historical mystery, the Qur'ans made in Cairo 
for ultan ähacbin and his mother, whioh deserve to be considered 
among the finest illuminated manuscripts produced in any century, 
appear as the natural development of several forces and processes 
in the Near Fast during the first two-thirds of the fourteenth 
century. 
The manuscripts which we have designated Groups II and III , exam- 
plify two separate traditions which existed side by side in lýKvpt 
in the years 1300 - 1375. Group II represents that of Tgypt and 
Syria , at times quite separate and 
distinct but here successfully 
fused for perhaps the first time in Cairo. Group III is the trad- 
ition of Iraq and Western Iran . often present in Cairo, but rarely 
with the force that we find, it in these manuscripts. 
Group II personifies the 'classic' mould of Mamluke Qur'an : monu- 
mental in size and script; sumptuous ' splendid - yet rigidly precise. 
We think of it as prototypical ' yet it is a type which can be traced 
back only to the beginning of the thirteen-forties. The earliest 
example of which we are aware - admittedly on a smaller scale - 
would seem to have been made in Damascus in 1338. 
Group III comprises manuscripts which are the work largely of one 
illuminator , Ibrähi. m al-Amidi. He was an oustanding painter 9 trained 
we believe in Baghdad and Western Iran , perhaps also spending; some 
time in Anatolia. So unique and identifiable is his style - contrary 
to what is often asserted about illuminators- that we feel able to 
attribute a major series of manuscripts to his hand. 
To trace the history of these two traditions in Egypt is by no 
means easy but both are clearly evident in Cairo from the very first 
years of the fourteenth century. They are represented in the earliest 
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jur'an of un: {ueýLi') 2ble 1Iami! tke provenance- the seven-part roan , "r"i pL 
of Baybars al-. 1. 
ishank ir. One of the two main painters ený, 7ar7ed 01 
this work was either of Iraqi origin , or at 
least trained by lrarji 
artists working on Mamliike soil. Much of his style and 
decorative 
repertoire is quite foreign to ". gypt , yet can 
be exactly parall- 
eled in manuscripts produced in Baghdad and to a lesser extent 
Mosul. 
Several of his compositions and stylistic details occur only in the 
manuscripts signed by the outstanding Baghdadi master, 
Muhammad bin 
Aybak. 
Side by side with Muhammad bin Mubädir , the artist refered to 
above , was another painter , 
Sandal, who appears to have been the 
artistic director of the project and whose style of painting was 
entirely different. In so far as it is possible to trace the origins 
of this , it seems to lie in the work of thirteenth century IWypt. 
The 'Ju. r' in on vrhich they worked was clearly designed to rival 
even surpass, anything that had been produced before. Indeei 
nothing like was seen for the next sixty years in Cairo. Tcactly 
how it came about we cannot say with certainty but the Our'an of 
Baybars appears to have been part of a phenomenon which occurred 
in the rastern Mediterranean area at the beginning of the fourteenth 
century , namely the appearance of a number of monumental multi- 
part 2iir"ans of o: itstanding quality and workmanship. Almost all 
of these are associated with Iraq , though others were produced 
in Hamadan and probably Tabriz , the majority at the reuest of 
the Ilkhanid monarch Öljaytü. 
After the demise of Baybars nothing, comparable to the --even- 
part (jur'an made for him was produced in Cairo until the thirteen- 
sixties. It is true that several manuscripts of superb quality were 
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made for Al-I sir Muhammad but these were of quite a different 
type to the manuscripts produced for Baybars and the Ilkhanids. 
For some reason there was no interest in repeating the example 
of Baybars. Such work by the Baybars team of craftsmen of which 
we are aware is on a much smaller and more modest scale, Most 
probably the group disbanded. There is no further sign of Ibn 
Mubadir in Cairo , and Aydughdi ' Sandal's apprentice seems 
to 
have left Cairo for Syria where we find him working in the sec- 
ond decade of the century. 
During the thirteen-twenties and thirties such Qur'ans as 
were made in Cairo show a decline in quality coupled with an 
increase in size. They appear , for the most part, to hq. ve been 
repeating the formulae of earlier work ' but on a scale that was 
not entirely suitable. By the thirteen-forties illumination seems 
to have reached its lowest ebb. 
In Syria on the other hand, this was not the case. There was 
undoubtedly a separate Syrian tradition of which we know little 
due to the paucity of manascripts from that area. However at the 
end of the fourth decade of the century we become aware of a number 
of exceptional manuscripts which seem to have been produced in 
Damascus. Among these the most important is unquestionably that 
now in the Iran-Bastan Museum which prefigures in many respects 
the great 'fur' ans of Sultan Shacb. n. 
The conventional view that the Qur'an sent by Abu SacTd to 
Al-Na. sir, and then passed on to his favourite Baktamur in the 
thirteen-twenties, played a major , even decisive, role in the 
development of (ur'an production in Cairo, can be shown to be 
entirely false. Neither in layout, nor from the points of script 
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and illumination did it have the slightest 
influence. The marºus- 
cript which stands even somewhat apart 
from contemporary Ilkhanid 
); zr'ans must have been entirely foreign 
to Mainluke tastes. Prom 
the thirteen-thirties onwards there is nothing which shows the 
slightest influence of the Hamadan Qur'an. 
The only area where 
this may have been true is in the design of 
frontispieces. How- 
ever those designs which are similar 
to ones found in the Hamadan 
Qur'an can be shown to be present in Mamluke work several years 
prior to 1320, ie. before the Hamadan manuscript arrived 
in Cairo. 
There can be no denyinv the fact that the production of fine 
Qur'ans was linked to the building of religious monuments and the 
patronage of the ruling elite. For grandiose projects such as the 
production of large numbers of exceptionally 
fine Qur'a, ns it seems 
certain that it was necessary to invovle artists 9 ie. illuminators 
from areas outside of Cairo. In the case of someone like Al-Ämidi 
it is quite probable that he came to Cairo specifically for the 
purpose of working on the manuscripts for Shacban and his mother. 
It is not impossible that he was already in Cairo when the projeot 
was conceived ' though one may wonder whether manuscripts were being 
produced in sufficiently large enough quantities in the period prior 
to the rule of Shacban to warrant the appearance in Cairo of a highly 
skilled painter such as he. 
It is probable that Al-Ämidi and the artiste of the ; roiip TI 
manuscripts worked in the same studio , perhaps set up by the royal 
couple , though there are wide 
differences between the styles , and 
particularly the colour ranges of the two groups. Let als remember 
however, the considerable divergences between Mflhammed bin Mubadir 
and Sandal, yet there is no doubt that both men worked on the same 
Zur' an for several years. 
Figures 1-31. 
Notes and Bibliography. 
Appendices 1-4: original texts of Arabic and Persian 
passages quoted. 
5: Complete list of dated Qur'an manuscripts 
refered to. 
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A cornplite lint of all the inscriptions, colophons, 
etc., thr. t occur thro"; *h< at this survey in the form 
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hezagon has been added to the centre. This page oannot be a copy 
as it is slightly earlier in date. But it is based on the same 
design : of that there can be little doubt. 
48. Arberry No 57. 
49. p89. 
50. British Library Us Or. 1327 dated 1289 , for example. 
51. He is supposed to have copied out the Qur'an once every two weeks. 
See Qadi Ahmad, p 59. 
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Chapter Three 
1. Single-volume Qur'ans 1300-16: Topkapi Ms K3 dated 1309; TI: M 
Ms 236 dated Baghdad, 1311 ; TIEM Ms 261 dated 1316 ; National 
Library, Tehran Ms Ar. 1597 dated 1317. Multiple-volume Qur'ans: 
Topkapi Library Ms K5 dated 1310 wrongly dated 13: 20 in Karatay. 
2. Wiet, Exposition, pp 68-73 ; Survey, vol III, pp 1955-8'; Ettinghausen, 
Covers of the Morgan Manafi ; Millenary catalogue No 281 ; Lings 
and Safadi No 100 ; Lings , Qur'anic Alts Nos 
54-8 ; Rogers, 
Evidence. 
3. Le Strange, Lands, p 194. 
4. Ettinghausen, Seljuq Qur'an. 
5. Rogers, op. cit.; Millenary catalogue, op. cit. 
6. However see our comments on Cairo National Library, Ms 60 ,p 
1557-6. 
7. Wiet, Exposition, p 69. 
8. Wiet, op. cit. P70. 
9. Lings and Safadi, No 100. 
10. It is quite clear that these inscriptions have been altered. In that 
of Juz' 21 the final rag of al-nä. sir is actually a nun , and must 
have been the final letter of ulk ytü sultän. See photographic 
detail No 18.2. 
11. Rogers, Evidence ' goes into some detail to explain the prayer 
which he seems to think appears in every juz'. It is found only 
in Juz' 28 and the explanation would seem to be that it was missed 
at the time of endowment and not obliterated. 
12. Lings, Qur'anic Arts, No 51 
13. p 161-3. 
14. Strapwork is present in Qur'an illumJ. nation from earliest times. 
15. p 78. 
16. Other Ilkhanid Qur'ans do use kufic along with cursive scripts 
for headings , even Qur'an A (Baghdad) which is the most cons- 
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istent in this respect does employ some cursive inscriptions. 
17. P 36. 
18. P 37. 
19. This is not to say that they do not appear : they do , but in 
limited areas. 
20. Unpublished notes made in 1976 for the organisers of the Qur'an 
exhibition at the British Library. Kindly loaned by Dr Rogers. 
21, Wiet, Exposition, pp 71-2. 
22, It is strange that there should be such a gap in the dates of 
endowment. Perhaps the manuscript came to Baktimur from its 
previous owner in several loads. See p 121-2. 
23. Rogers 9 Evidence. 
24, p 157. 
25. Rogers, op. cit. p 388. There are several accounts of Baktimur, 
the fullest being : Ibn Hajar, Durar No 1308; Ibn Iyas, Bic 
1 9i p 464 ; Magrizi, Khi t IV p 287 ; Ibn Ta; hri-Birdi, Nhnh-t1 , Bi b. N.: ý. 
Ms Arabs 2069 fols 78v-80r ; Al-Hajji, Internal Affairs , pp91-6; 
Ibn Batutah 'vol II p 411 ; Zetersteen , Beitrage ,p 186. 
26. Tt, IV p 287 ; Al-Hajji , op. cit. PP 91-5" 
27. Khitat 'op. cit. 
28. Abu' 1-Fidä' 9 Akhbäºr '4 p94. 
29. Abu'l-Fidi', op. cit. p 93. 
30. P 143. 
31, Rogers,, Evidence ; Wiet, Exposition; Survey, p 1954-9 ; Millenary 
catalogue, No 281 ; Hayward catalogue, No 528 ; Lings and Safadi, Nos 
100-5 
3 2. p 57. 
33. Quatremere, Mongols de la Perse, tome 1, preface. 
34. T]dinburgh University Library I-Is A ?6; c-Royal Asiatic Soc. ? ds 20. 
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35. B 1r,. lat. !4 1ra;, e' 2324. 
i 36. Ar. sutira , ---r--- Mas. of 
satara 
-r-- 
to draw lines, write, compos6. H 
u1nusua1 verb in thin context. The normal one was kntiba/kata6a. 
Prom this veri; :5 derived ma- s ar , used 
by the scribe to rule 
-----a 
lines. 
37. ; hafi, Kitabat-i 1daktabat, p 236-7 ; Brownes Literary Iii9tory, 
vol III p '4. The figures quoted in both are rather unsatisfa(; b-- 
ory. 
33, The numbers of manuscripts by Yaqut, Ibn Diuglah and Ibn al- 
Suhrawardi sound right , though if the latter produced only 
thirty-three copies in his lifetime , Rashid must have owned 
practically all. 
39. L. I. (old ed) tildl ý; IA Strange , Lands, p 197. 
40. Arabic al-tuviZy;, . For Tuvi see IA Strange, op. cit. 
41. Karatav C. 1 No 117. 
42. al-hamadaml is the n. iah of larl an r3 iii (Hamadan) ' where 
we know the manuscript was copied. similarly with British 
Library Na Add 7222 copied in 3absavar (Lings and äafadi. No 
103). But as the scribe of the Topkapi manuscript uses the 
district as well as the town in his nisbah , this indicates 
that he had probably left the area. 
43. survey, pl. 936B ; Ha7ward catalogue, No 529. 
44. Afshar and Minovi, Wagfiyyah . 
Chap Four 
1. Bourgoin, Precis, pl. XXXV- flI; tdousa, Buchmaleri, pp 64-5 ' Pl. 
40 ; Millenary catalogue ' No 234 ; Linga and Safadi , No 73 ; 
Lings, Qur'anic Arts, No 63 ; Atil , Art of the 
Mamlukes , No 
3. 
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2. lane, Loxicoi tatahüaba : he applied himself to the s . ienc; e o'' 
physic , or applied himself to the science of physic 
biet did 
not know it well. 
3. Huart, Calli; graphes, p"69`I`ß. 
4. Atil , op. cit. Unfortunately it has not been possible for us to 
examine this manuscript. 
5. Unpublished. 
6. Arberry, No 78; James , Qur' ans, No 30- 
7. Chester Beatty ids 1479 , for example which measures 
33 x 250m" 
8. Atil, op. cit. 
9. Chester Beatty ids 1496 , see . James, Qur'ans, No 37- 
10, Boargoin, Precis, pl. XXXV. 
11. Millenary catalogue , No 2"4. 
12. op. cit pls. 51-2; Rogers ' Evidence. 
13. P 100 
14. This technique does occur in a few isolated instances in the 
Baybars QZurtan , notably in t-ubc 5. 
15. Unpublished. It contains decorative features identical to those 
in Cairo Ms 81 and Chester Beatty No 1431" 
16. We have seen Mainluke, Iranian and Anatolian examples. 
17. P77(13.4) 
18. Unpublished. 
19. Unpublished. 
20. E. I. kak tb. In 1, amluke times this rasant secretary rather than 
scribe. 
21. Although the preposition min is omitted, we must assume that the rela, -- 
tionship implied by this word was intended here. It expressed a 
master--slave association , or sometimes a 
fillial one. 
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22. For Arghrxn Shäh sea: ? "Iairizi tauluk 2, iii p 
912. Accorain.; 
to RIairizi Ar! hiin eras; of Mon-, ol (sini)origin and was owneda 
at one stage `")y A La ; aoid . %nd then Dimashq-Kho 
jil but was later 
given " as a gift to the Mamluukes - presumably to Al Näsir 
Muhammad. He was go-; ernor of : 3afad in 74S and was appointed 
to Damascus in the same year where he was murdered in 750/1349. 
See also Ibn Iyas, Bad fic 1, i and A1-Halabi , Aý 2. 
23. Millenary catalogue, Wo 286. 
24. Bayani, op. cit. No 57t p 23. The inscription of Sh. h Ismäcil on 
the cover is given ani the correct date. Catalogue of Royal 
Academy Exhibition of Persian Art of 1931 9 No 717 where the 
wrong date is given (ý38). Full information is given but the 
manuscript was clearl$r regarded as Iranian. At this time the 
Qur'an was in the Arti bil shrine. Babrami, op. cit. No 57- 
25. Ibid. 
26. Abu'l-Fath Bahreim-MIr ä, see: Zambaur p 262. Bahräm was a 
well-known calligraph+r, see: Ghuläm Muhammed, Pad y sh 9p 149, 
also Qadi Ahmad. 
27. Survey, p1.966A. 
28. Ibn Iyas , Badä'ic , 41p 219. In 917/1511 Qaniuh received a 
messenger for Shah Isgoäcil who brought him the head of Uzbek 
Khan , whose territory he had taken and there is a reference 
to a Qur'an being pre$ented to the Mamluke sultan from Ismaoii. 
29. The nisba4, al-muhsini4 is also shared by the scribe of the Qur'an 
in the Keir collectioij, VIII99 , Muhammad bin Bilbek al-MuhsinL. " 
According to Ibn al-Däwadri, Kanz ,Xp 354 Bilbek al-Muhsini 
was brought from ! inticch after its capture in 1268. He fell into 
the hands of some mam4ukes of the t washi Muhsin , hence his name. 
His son who was goveri'or of Cairo , is often refered to as 'Ibn 
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al-Muhsini'. 
30. Bayani, op. ci. t. No 57, p 28. 
31. p 24 
( Number 5 in the list). See also p 41. 
32. See also TIEM Ms 447 dated 1314 . The strapwork in the Bastan 
manuscript is of a finer type. 
33. Ms 55(l)-See Millenary catalogue , No 283. 
34. Subc 4 of the Baybars Qur'an employs a kind of strapwork with 
squares. This is an isolated example in early Mamluke work and 
does not occur in the work of Sandal or Aydughdi. 
35" Millenary catalogue ' No 61 and the references quoted there. 
Similar ones have recently been discovered in Topkapi Saray, 
see: Tezcan, Kuran Mahfazasi ; gig, Koran Cases. 
36. Rogers, Evidence. 
37, Unless we include the blossoms in the frontis"pieces of Juz' 8 
which are possibly peonies. 
38. AsT ä 3,5,7. 
39. Lings 9 Qur'anic Arts, Nos 54-9. 
40. See Lingo , op. cit. for examples 
41. op. cit. Nos 73-4 
42, op. cit. Nos 66-7; Bourgoin IV ' pl. 20. 
43. p 67. 
44. Simaika Pasha, Coptic and Arabic Mss, pls. XVIII-XX ; Cramer, 
Buchmaleri, p 40v pls. 26-7; Millenary catalogue , No 285. 
45" Cramer, op. cit.; Leroy, Manuscrits Coptes-Araber. 
46. Leroy, op. cit. pp 178-, 80, pls. 5,9 Ms 196 in the Coptic Patriarch- 
ate 9 dated 1291 , Ms 92 Coptic Museum dated 1272. See also 
Simaika Pasha, op. cit. pl. XXIV. 
47. Another point of similarity between this and later manuscripts 
is the concave shape of cartouches. 
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48. See Simaika Pasha 'op. cit. pp 10-11. 
49. TIEM Ms 723 dated 1310, Baghdad. 
50. Unpublished. 
51. cAshr sa month consists of three ten day and night periods 9 each 
one called an cashr . See Lane , Lexicon Pt. Vp 
205. 
52. Huart, Calligraphes, p 92 
53. Tuhfah , p381 
54. Huart, op. cit. p 92. 
55. h, op. cit. 
56. Fadem 'i li ' Atlas--f las ,p 317 
57, Salar Jang, Us 3 (182) in naakh dated 7(? )/13(? ) at Cairo. 
58. p 173. 
59. Fay' ili , op. cit. 
60. p 253. We think it was copied in 744 / 1345 but illuminated later. 
61. Millenary catalogue, No 287 (? ) ; Lings and Safadi, No 74. 
62. This is mentioned in the Khedival catalogue but seems to have 
been missed by all other writers who have mentioned it. 
63. For example J` 26, Bastan No 35032. 
64. Lingo, Qur'anic Arts, No 41. 
65. No 1469 p 
66. p 165 ( 34.3) 
67. See, Khittaat IV, p 256-8 ; Van Berchem, Materiaux p240-1. 
68. Van Berchem, ibid. 
69.10.41 9 Bib. Nat. Ms Arabe ? 070, fol. 
156v; 3ul7ik 3j i p44; Durar No 197`3. 
Chapter Five 
1. This and the following three are unpublished. 
2. Arberry, No 192 , wrongly described as Turkish; James , Qur'ans, No 54. 
3. There is apparently another manuscript in the National Library , Cairo 
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which it has not been possible to examine , Ms Timüriyyah 366. 
Fad7alili, p 316 mentions other manuscripts in India and Tehran. 
4. Tuhfah. p 288 ; Khatt va Khattatän, no 16 p 54, No 54 p 274; 
wadi Abmad, p 61. 
5. Tug h, op. cit. 
6. E. I. Ba hdad ; the madrasah was begun under Uzün Hasad 
(d 1356) 
and finished under his successor Shaykh Uways. Kho, ja Marjän bin 
cAbdalläh 
was a former mamluke of 51jeytü 9 and governor of 
Baikhdad , see Cooke, Baghdad ,p 171 and for 
i;, icriptions 
Salman et all Texts. 
7, N ash , Lane, Lexicon 'VIII p2840 , originally meant anyone 
who engraved or did sculpted work, Later it had the general 
of artist or craftsman, see Jams, Mosul Metalworker. 
8. There is a roaghly contemporary example in a Coptic Bible in 
the British Library, Ms Arundel or 12. 
9. See the two manuscripts illuminated by Ibn Aybak. 
10. The Qur'an copied for Rashid al-Din . 
11. See Chester Beatty Me 1470 of 1338 copied in Naraghah. 
12. Arberry No 69-74. 
13. Sotheby catalogue for 27.48?. 
14. Atil, Art of the Xamlukes ,p 28 Note 
6. 
15. The Bastan Qur'an of 1339 for example. 
16. Boyle , Additional Notes ,p 39. 
17. Le Strange, Lands p 223. 
18. Cambridge History of Iran ,p 409. 
19. i e. jil_h r see Dshiry , bab 7 
20. See, Al Akwac , tladäri_ , No 121 
21. Bayani, op. cit. Nos 59-60. 
22. Bahrami, op. cit. No 60. 
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23. Lings and Gafadi, No 110; Lings ' Qur'anic Arts, No 50. 
24. quoted in Bahrüzi ' Bing. , p115. 
25. According to Fadä'ili 9 tltlas , p3209 on his visit to the Pars 
Nuseun, 
in 1927 he saw 30 parts ( al pärahnyi qur' n) of this manuscript. 
0 1' 
26. Bayani 9 op. cit. is the only person to mention the name of' 
the illuminator, but there is no reason to doubt him., The nisbah 
al-calawi suggests that like the copier of the Mosul Qur'an 
Ir ' for Öljaytü , he claimed descent from°All bin Abi Talib. 
27. Mostafavi, Pars, pp 42-3. Also Shadd al-Izar pp 291-2, Note 5. 
28. Ibn Batutah, vol II, p 307 and Note 121. 
29, Ibid 'vol Ig p 153 Note 318. 
30. Shadd al-Izar ,p 65 , Shaykh Sadr al-DTn Muhammad a1-Kartani 
who preached in thrJamic al-cAtiq (d. 702 /1302) could recite 
the Qur'an backwards. 
31. Qadi Ahmad, pp 28,62 ; Fadä'ili, Atlas , 319-21. Earlier writers 
confuse this calligrapher with the Ottoman Yahyä al-Safi of 
Ddirne. 
32. Ibn Batutah 9 vol II 9p 306 Note 118. 
33. Unpublished but mentioned by Fadä'ili I Atlas 9p 320. 
34" Ms 1475, Arberry, No 184; James Qur'ans , No 50. 
35. Mostafavi , op. cit. p 226. 
36. Ibid. P44 ; Wilber , Masjid-i 
CAtiq for an account of this edifce. 
37. Shadd al-Izar p 288 for what happened to these manuscript. 
38. Lings, Qur'anic Arts, Nos 26-7. 
39. See ! ckmann, Turkic Glosses for an account of some of these. 
40. Ibid. p13 ; Erdogan , Kuran Tercimler 9 pp 47-57 ; Inan, Kurtan-i 
p. Kerim. 
41. Lings and Safadi , No 109. 
42. Mingana, Old Turkish Manuscript ; Mingana, Rylands catalogue. 
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43. Hackmann, op. cit, p 16. 
44. Unpublished 
45" Cckmann, Two Fragments; James, rur'ans No 46. 
46. Arberry, No 134, ; pinks, Islamic Art of India , p39. Desciibecl 
variously as 'Mamluke, t ultanatel but is almost certainly Iranian. 
The only known surah-heading; has ogiar aof strapwork 7n either 
end as we see in several Iranian Qur'ans from the early part of 
the fourteenth century. The kufic inscriptions on every folio 
are a unique and curious feature. 
47. Arberry, 1k 83, p1.38. Described as Mamluke. 
48. Koran, No 67, p1.35. There is more in the National Library, Tehran. 
It is wronly described by Arberry as Mamluke. 
49. This reading may be questioned bt the 'tamer' part seems clear. 
50. It looks like 'al-Äbäri' , but could be 'bin 
Abär' 
. The barely 
legible translation beneath certainly finishes lokl_s, Turk. tson oft. 
51. The Arabic is corrupt. Lings and Safadi give Sayyid al-Khuttät, 
though the usual plural in this case would be khatt t n. 
52. P 229. 
Chapter Six 
1. Bourgoin , Precis, pls 23-4 ; Moritz 9 Aibum, pls 54-5; Hayward Gallery 
catalogue, No 536 ; Lings ' Qur'anic Arts, Nos 73-4. 
2. Unpublished. 
3. Unpublished. 
4. Bourgoin, Precis, pls 1,23 ; Moritz, Album, pie 52-3; Millenary 
catalogue No 238; Lings and Safadi No 79, p1 XII; Lings , (ur'anic 
Arts, Nos 75-7. 
5. James, Art of the Qur'an ,p 12 ; Atil, Art or the Arab 
World ,p 
93,96-7. There are more pieces in the 73oston Museum of Fine 
Arts, 11-13 30.780. 
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E, '? ouri; oin, Precis, pis 2,3,4,22 ; Moritz, A1bum, 56-7 ; Lings 
and äaf'adi , S, 
`: 1 , pl XIV ; 
Lingo, Qur'anic Arts Nos 67-ß. 
r'. Bourl; oin, Precis , pls 5,6,7 ; Moritz, Album, pls 
62-3 ; 
' ttinghausen, Aral. Paintin , pp 173-5 ; Millenary catalogue, 
No 2R6 ; Lim 
_", 
s and ^afadi , No 80, p1 XIII ; Lings, Qur'anic 
Arts, p 119, No 64-5; gtil, Art of the Mamlukes ' No 4j 
8. Bourgoin, op. cit, p1s 9-13 ; Moritz, op. cit., p1 51 ; 
Millenary catalogue, No 289 , pl 55 ; Lingo and Safadi, No 
92-3, 
pl XV ; Lings , Qur'anic Arts, p 120, Nos 
69-70 ; Atil, Art 
of the Idaml. nkes, No 5. 
9. Bourgoin, op. cit., plc 14-16 ; Moritz, op. cit., 58-9 ; 
Millenary catalo7ue , No 290 ; Hayward catalogue , Nos 539-40; 
Lings Qur'anic Arts p 120 , Nos 71--2. ý Ati1, Arts of the Mamlukes 
No 6. 
10. Moritz, op. cit., p1s 60-1. 
11.1 hit t, IV, p 250. 
12. Tabbnah , Ar. the straw-sellers. 
13. cAli Pasha , vol 20 102; Zaki, A1-Qahirah ,p 132. 
14. Van ierchem, Materiaux, p 273-84. 
15. Magrizi, Su1ük , V, ii, p 210. 
16. Van Berchem, op. cit. 
17. CAli Pasha , vol 2. p 104. 
18. Kh HIV p 252 palirr, I 
°ASr 
, vol 3, p 52. 
19. Rather unoommon in !4 unlitke 'hir' ans. 
20. However, see our remarks on the work of Al-Amidi ,p 245-50. 
21. See, Hayward cýtalo, Týie , No 536. 
22. James, Zur' ans , No 4. . 
23. p 65-7. 
24. : 3ee Tbn illumination in the 1302-7 °hd ')ur1 an. 
25. t3-, r this tip; ) 
fmin, '`' j .ftp 257. 
7.63 2 
23. Topkaai *}s ? }i 202. 
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simply meant any deceased mýýrýlirr,. 
29. Ba;, rbari "lur'an ; uh 7; Chester Beatty Ms 1479 ; Keir Ms JTL, 9; 
TICM Ms 434; British Library M Or 348. 
30"p 146. 
31. See Ridley, Otyle, and Medley, Handbook. 
32. Ridley , op. cit., p 107; Li, Garden Flowers. 
33. Ridley , op. cit., p 107 , shown with the lotuses. 
34. p 47. 
Chapter Seven 
1. mu karw, is sometimes used as an adjective to describe the Qur9an 
but rarelyfor the manuscript itself , meaning 'venerated object. '. 
2. Lane, Lexicon 7, p2591 , muktib , quoting the Sihah. Millenary 
catalogue gives 'maakktab" which must be an error , Atil, Art of 
the 14amlukes, 'muýtib'. 
3. The Millenary catalogue says unpublished but Bourgoin reproclined 
several pages , see Note 9 in Chapter Six. 
4. This is the number or ' ahs in the Qur'an according to the Kuran 
numeration. 
5, 
.p 
240. 
261, dated 1316. 
7. Chester Beatty Ms 1479 and IM, M Ms 450- 
R. Baybars Qur'an, 2. 
9. British Library Ms Or 1327, dated 1209 ; Leroy , Manuscripts 
Contes- 
Arabes, pl 9. 
1o, p 250. 
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11. is 163-6. 
12. Lins, pur' anic Arts, No 52. 
13. Ibid. No 64- 
14- Ibi3. No 71. 
15. Iii. 2ý. 3. 
16. Chester Beatty Library Mss 1464-5 ; British Library Ms Or 34R. 
17. Ling , Qur'anic Arts No 
61. Described there as IOWA. But 
see, James, Recent Discoveries. 
18. Atil, Art of the Mamlakes , p41. 
19. James, Zurf ans, No 48. 
20. Arberry, No 45, p1 31. 
21. Wiet, Lampes, pl xxxvi. 
22. Ro , ers, i: vidence. 
23. . I. mid. 
24. E. I. Artukids. 
25. ý. I. 4k Koyunlu. 
26. Cahen, Pre-Ottoman Turkey. 
27. According to Zambaur , Manual, 
cAla' al-Din Khalil bin Mahrmiid 
reigned from 753 until 758. 
28. Presumably a native of Saveh , the town in Iran between Hamadan 
and Rayy, see Le Strange, Lands, pp 211-2. 
29. Christie catalogue for 24.4.80. (Lot 88). 
30. See, Order, Konya, p 332; James, Qur'ans, No 69; James, Masterp- 
ieces, No 30. 
31. It is identical to that in Pars Museum Ids 417 , see , Lings, 
O ur" anic rts, No 60. 
32. For Tia-rän Sh .h see, Mostafavi Pars, p 39. 
33. Atil, ? rt of the Mamlukes, No 5. 
34. Bou. rnoin, Precis, pis 9-13. 
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35. Moritz, Album, pls 60-1. 
36. '_; ttin lvýý, ýen, _'trab Paintin, pp 173-5. 
37. '; ea Chapter 31x , Note 7. 
3f. . til, Art of the M, amlukes ,p 37. 
39. MIvih:: l , ßi t>l. Nit. M Arabe, 2068 , fol. 159r. 
40. Ibid., Bill. T-1-t. Ms trabe, 2070 , fol. 194r. 
41. P 15% 
42. Arberry, Nos 75-6, pl 37; James, Qur'ans , Nos 31-35; tttil, : Art 
of the Mamlukes, Nos 1-2. 
43. Lins and 3afadi, No 75, pI IX; Lings, Qur'anic Arts, Nos 37-40; 
äafadi, Calligraphy, p 74. 
44. Sotheby catalogue for 8.4.75. (Lot 200). As this is being written 
another section from the manuscript has been submitted to Sothebys 
for the July 1932 sale. 
45. Khitat IVY p252 ; lache, Bibliotheques ,p 258. Irlow 
46. Reigned briefly from 783 to 784 as Al-Sälih Saläh al Din. 
47. The fact that the large size of the manuscripts is mentioned 
means that they probably from our Groups II and III9 where 
size is particularly noticeable. 
48. khutnt mansnbah , which mist mean manuscripts copied in fine 
calligraphic hands ' after 
the tradition of Ibn al-Baww b. 
49. cAl! Pasha , 2, P 104. 
50. Khitat , IV 9p 263. Ir-W 
51. Ibid. ,p 253-4 ; Tohe , op. cit. 
52. Ibid., p 254. 
53. The manuscript was mentioned by ^ttingha. usen in his study of 
Ilkhanid illumination in the Survey of Persian Art , vol III 
p 1954, Note 9, but has never been published. In the sixteenth 
century it was rebound, given new margins and had a Persian inter- 
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linear translation added. 
54. P. 174-5. 
55. p 150-1. 
56. p '37. 
57. p 233, 
58. p 245-50. 
59. Chester Beatty bis 1470 , see James , Qur'ans No 48. 
60. TIEM Ms 233 , see p 
61. p 235. 
0 
62. Arberry, No 184 9 pl.. 60; James, Qur'ans , No50. 
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Appendix 1, iv. A1-Safadi"s reference in his account of-B ybars 
al-Jash- nkir to the Qur'an written for him by 
Ibn al-b d, No 4343. 
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Appendix 2ji. Rashid al-Dints account of the libraries established 
bfr, him next to his tomb in the ßa. bo-i". R hThI. From 
Shmfi , Kitäb-i ºiaktabat, (Punjab Univ. Publ., 7(14) 
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appendix 2, ii. Rashid a1-Dins directions for the type of Qur': tns 
to be made at the Dir a1-Masähif in the Rab°-i 
Rash di. From Afshar an Minovi, WMfiyiyah , 106-7 
Tehran , 1971. 
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Appendix 4, i. Ibn Taghri-Birdits account of Arghün 3h .h PL1-Adhrafi. 
From the Manbal a1--Säft Bib, Nat. We Arabs 2068 f. 159r. 
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Appendix 4, ii. Al-Maq J9s account of Jain 1 al-Din al-Ustädar's 
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_ Appendix 4, iii. A1-Maagrizi's8 account of Al-Nasir Paraj'sremoval of 
A1-Ashraf Shacban's books from the madrasah of 
Jimel al-Din al-Ustädar, Khitat , IV, p 253, Cairo 
1907. 
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A complete list of Qur'an mnu: 3cripts examined in this study 
including those which can be dated on grounds of calligrapher 
commissioner or style. 
1, lfamluke Manuscripts 
1. British Library, Add 22,406 - 13. 
In seven parts. Fol. average per part , 155. 
For Baybars al-Jashank , r. 
Probably endowed to his khän'äh. 
Dated 704-705'/ 1304-1306-6. 
Calligrapher : Muhammad bin al-Wahid. 
Illuminator(s) : Abn Bakr "S. anda1' 
Muhammad bin Mubädir 
Aydughdi bin CAudalläh al-BadrT 
2. Chester Beatty Library, 1479. 
Single volume. Fol. 235 
Illuminator : Abi Bakr '3. dal' 
i 
3. Chester Beatty Library, 1457. 
Single volume. Fol. 252. 
Calligraphers Muhammad bin 0Abdalläh bin Ahmed al-Ansir'31' 
al-Khazraji. 
Illuminator: Muhammad bin Nubädir. 
. 
4. 'Z-Sotheby , 
9.10.78. (Lot 122) 
Fragment. 
Ca1lieýrapher: Muhammad bin °Abda117. h bin Ahmad al-Ansäýri 
al-Kha$raji. 
Dated 7071 1307. 
5. Chester Beatty Library, 1437 ; Prussian State Library 31.599; 
Boston Museum of Pine Arts 26.11. 
Fragmentary multiplem part manuscript, 
Cal igrapiher: probably Muhrisaad bin n1-11ahId. 
Illuminator : probably Abi B-, kr 'Sandal' " 
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6. TI: 24 450; Freer Gallery Ms 43.2 ; Boston Museum of Fine 
Arts 39.793. 
Single volume. Unfoliated. 
For Al-N-. sir Muhammad, 
Dated 713 / 1313. 
Calligrapher: Shädhi bin Muhammad bin Shädhi bin Dä'ud bin oIsa 
bin Abt Bakr bin Ayyub. 
Illuminators : Aydughdl bin aAbdalläh al-Badrt. 
All bin Muhammad al-Bassin 'al. -A0sarr 0 
7. Sx-Christie, 21.7.71 ( Lot 101). 
Single volume. Fol. 260. 
8. TIlt447. 
Single volume. Unfoliated. 
For Al-Näsir Muhan d.. 
Dated 714 / 1314. 
Calligrapher: °AlT bin Sä1im. 
Illuminator: aAbdallah al-Safawi al-Halabi 
g. Chester Beatty Library, 1481. 
Single volume. Pol. 310. 
Dated 720 / 1320. 
10. Chester Beatty Library, 1473. 
Single volume. Fol. 299. 
Dated 723 / 1323 at Tripoli. 
Calligrapher: Ibral! m bin nA1i bin Sanä' al-!! ulk. 
11, Ex-Christie ( 16.12.70. (Lot 214) 
Single V01,100 . Fol. 474. 
Post 1340 endowment by slave-woman 'Mishký' 
12, National Library, Cairo, 4. 
Single volume. Fol. 730. 
Dated unspecified endowment certificate of Al-Nn. sir Huh. amm J 
729 / 132B--9. 
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13.1eir Collection , VIT, 9. 
Single volume. Pol. 300. 
For A1-TFasir : "iuha . 
Dated 730 / 1330. 
Calligrapher: Mahummad bin Bilbek al 11uhsini.. 
14., National Library, Cairo, 55; Chester Beatty Library, uncatalogued 
fragment. 
15. National Library, Cairo, 184. 
Single volume. 
Dated 731 / 1331 at Cairo. 
Calligrapher Abmad bin 1 ihamrnad bin Kamel bin Yablyä al-Ansari 
a 4tutatabbib« 
Illuminator: probably the same mein. 
16 National Library, Cairo , 714. 
Single -volume. 
Dated 732 '1332 at Cairo. 
Calligrapher , and probably illuminators as 15. 
17. National Library, Cairo, 11. 
Single volume. Fol. 380. 
Dated 734 / 1334 at Cairo. 
Calligrapher and probably illuminator: as 15. 
18. Chester Beatty Library, 1476. 
JUz' 27, Pol. average per part 37. 
Calligrapher-and probably illuminator: as 15. 
19, Irr B . titan Museum , 2061. 
:3r le vo rune. }dal. 746. 
, 
Dated 739 / 13`3-9. 
Calk raper:: neu bi±ý a. 1--Muhnin . 
20, . Topkapi , Sar' Y 133.145. 
"incrle volume. nol. 234. 
f , tee1 741 ,/ 1341. ;, 
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Ca11i,; raphsr: Ahmad bin Abi Ybr3him bin Miihnmua A a1- hRfi°i 
31-!, 1ur. ash . al-Ki tib a1-Dimashrri. 
21. Victoria and Albert ; Nuugeum, Bute 559. 
Single vohun(, Unfoliäted. 
Dated 746 / 1345" 
Calligrapher: Asbugh y bin Turäy al-Sayfi (min) Ar! hün Shah 
al-Th tad r al. 4! alitr. 
22. National Libra y1 Cairo, - 111. 
Single volume, Föd., 245. 
Dated 74- /134- /i3 -0Calligrapher: 
'b leli al-8I fia!. 
23. National Library, Cairo, B. 
Single volume. Pol.: 413. 
Perhaps for &1-itesir liasan. 
Dated 757 / 1356. 
Calligrapher: Ya°qgb bin Kh7alid bin ? 4UhRJ nd bin °Abdal-Rahm n 
al- anal . 
24. National Libra=yo C'%iro, 97. 
Single volume-761.175. 
Daied 762 / 1360-1. 
Calligrapher: `Muhammad bin Rasan bin 0 AIT %l-? khjav7&nr. 
25. Chester Beatty Library, IC 39. 
Single volume. Fol. " 305. 
Dated endowment by Khwand Barakah to her =draa_ah, 770 / 1369. 
Dated 766 / 1365. 
Calligrapher: Wah'Zd bin iiusayn al-Shäfiot. 
26. Nation" Library, Cairo, 80. 
Fragmentary iältiple.. y6 2me aopy 
Dated endowment by Khand Barakah to her madraeah, 770 / 1369. 
27. Bodleian Library , Cannon Or. 123. 
Singlevr®lume. Fol. 
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Calligrapher: 0J ar bin 0Uthmän al-Ja afari al-Shnfioi. 
2.1, National Library, Ctiro, 6. 
Sin fTle volume. Pol. 319. 
Dated endowment by Kaurand Barak3h to her mad _, 769 / 1369. 
29. !1 tion l =Library, Cairo, 7. 
Single Volume- Fol. 410. 
Dated endowment by Sultan Sh; t0ban to his mother's madrraaah 9 770 
/1369. 
30. W%tio"I ` Library ' Cairo ' 54. 
Stags valume. ? ol. 388. 
Undated e id+ eri o` Argb n Shhih al-Ashraft. 
31. National Library, ' C troy 9, 
T' it use `nosy. ' ! oi. 379,426. 
Dated endowment by Sultan Sba°bän to his mother's madrasah 770 /11369. 
iliwninato Ibrahim al-Ämidt. 
32, National Tibraty Cairo, 10. 
single volume. Fol. 217. 
Dated "endowment by Sultan Sha°bän to his madr ansah, 773 / 1376. 
Dated 774'/: 1372. 
Calligrapher : 
°A1T bin Muhumuad al-Muktib / Mukattib al-Ashrafi. 
Illuminator : Th htm al-Anidr. 
33. N tion&l Library, Cairo, 15. 
Single *OIUMe. Pol.. 293. 
For Sirgmtaush %I-AshrafT 
Dated 776 / 1374. 
Calligrapher : 1(ihammad al-Muktib al-ShihäbL. 
Ii1uatn for : Tb; Wu a1-Imidt. 
34.01"'t' 1464-5; British Library Or 848; ex-3othaby 
8.4 75: (lot` 200). 
FragmßttaNy, vuItiple-volu+ae oopy. vol, average per part 37. 
Illuminator s Ibrahra al ÄmidI. 
4 
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2. Ilth nid Manuscripts. 
1. ltv-Sotheby 14.7.76.234). 
Siele .; co wue.. Fol. 
Dated 681 / 1282 at Baghdad. 
Calligrapher: 1; q t &I. -Masts sinn 
Illuminator: probably & Cairo artist of 1304 - 1310- 
2. Ir ao-º astan i um ,, 4277. 
Single volume. Fol. 
Dated 68: 5 / 1286, , 
Cº+ir : a+ý x; 
t. 
3r . b1t th ei , %iouals, , Arabe 6716. 
ai cle voit se ! o1 511. i.; 
Dated 688 / 1289 at BagM*d. 
Calligrapher: as 1. 
4. Topkspi Saray " EH 74. (77? ) 
Single volume. Fol. 251. 
Dated 693 / 1294. 
Calligrapher: as 1. 
5.. Chester Beatty Li racy, 1467. 
Singlevrolums. Pol` 493.. 
Dated 701 1301-2*. 
Calligrapher : Ahmad bin (al-Shaykh) al-Suhrawardl al-Bakrt 
C rr+ýatcºr., ; Dlixý&mmd bin °Abdal °. 4z+iz al-Abbart. 
6. 'I A (Baghdad) 
nt r. 1.41ge-volume copy. Fol. average per part 55. 
Dated from 702 f 1303 to 707 / 1307-8. 
Perhaps for 3ulta 0lv * ,. 
Oaf i Phi 5. 
fl:; lr*. ina ort Muh oad bin Apb bin ! kbdallabu 
7. flux' an 3. Y( s Mai). 
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Freguentary multiple-volume oopy. Fol, average per part 63. 
For`"Sultan 01j yti, Endowed to his tomb in Sultaniyyah. 
Dated 706 / 1306-7 to 710 / 1311. 
Calligrapher: probably as 5. 
illuminator: as C., 
8. `T6pkapi Sara t'K 3. 
single volume. `Fol. 229. 
Dated 709 1 1309 -10. 
Calligrapher: . him bin *ibanaad bin Yc sut I Fail &I-iamsdhhnt 
g ºatäer ltiýpla-volume oopy. Fol. av. rage per part 61. 
For 1tan 01 j83 tu. 
Darted ? 2161 106 jý 'fd3CG=i to 710 /1311 
Calligrapher and probably illuminator: cAli bin Nuhsmm%d bin Zayd bin 
Muhammad bin Zsyd bin Mub3mm. 3d bin 
Ahmmd bin Mahamud bin Muhwund 
bin 0Ubaydalläh bin°AlI bin 
0Ubsydallah bin 'OA1T bin °t1 rd- 
all-th bin al-Rus, yn bin °Alt bin 
a1-Muwayn binAlt bin Ab! Tälib. 
10. TIE I(' 238. 
Single volume. Fol. 417. 
Dated 710 / 1310-11 at Baghdad. 
Calligrapher: 8ula7nouin bin Muhammad al-Jaylänt. 
I t. " Topkapi S my rK 503. 
Fragmentary mul*iple-. volume Dopy. Fole average per part 29, 
Dated 710 / 1311, 
Calligrapher : Abmad bin al-Raehld. 
12. ' Qur'an B. iii (Ha, madºn), National Library ' Cairo, 72. 
Complete multiple volume copy. 
For Sultan Öl3aytü. Dated endowment by B ktimar al-Ssýq! to bis 
maul ah 
726 / 1326. 
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Datsd 71.3 j1; ä13 st Hammdan. 
GsUigraphrr and. illuminator : 
°Abdall; h bin Mxh ivn d bin. MahYsA 
a1-Ham%db7%ni. 
13. @wr. 'an, C-(Tabrin), Topk%pi Suray, !H 248. 
Lus' 26 of a multiple part copy. Fol. 54. 
For,, tho Visiv Rashid al-Din. 
Date4 715 / . 1315.. , :. 
oa4Uigrapher: °Abdallah binAbi'l-Qsimbin OAbdalläh al-Tuv! 
a1-Rüdrävart. 
P. br , Ar. 1597. 
Single , 
Vo1 p Pol 
Dated 717 j 1317-18. 
Calligrapher: Shaame al-DTn bin Hä j jt Fakhr al-. Dtn al-Häfia. 
Sigle vo1us ., Fool. 287 
Dated 720/13 
Qe. 1U spher: Arghün a. 1-Kämiir. 
16. Walters Art gallery, B. 11timore, w 559. 
Single volume. P01.432 
Dated 723 / 1323. 
Calligrapher: Mubäralc-Sbsh bin Q ttb 
Illuminator t probably Ibrähtm al-Xmidt 
17. British I ibrsry, Add 7222. 
Single volume. P01.467. 
Dated 728 /1328 at Sabsavar. 
Calligrapher: aAll bin Mah mad bin Ibrahim al-4 fis SabsavarT 
w"" 
18, Chester Beatty Library, 1468. 
Jus' 20 of a multiple-volume copy. Fo1.46. 
Dated 728 / 1328. 
Calligrapher. Perhaps °Abdallah al-Ssyrat3 (epelled '3iräft') 
19. ' Sabri Collection, 103, 
-359- 
Single volume. Pol, ? 
Dated'728'/ 1328. 
Calligrapher:, cAll al-(Abar4? )abädi. 
20, Topkapi S aray, Ti 151. 
Single volume. Pol. 273. 
Dated 730 / 132930. 
Ca1ligrapbor : Argtwn a1-K mi1I. 
Illuminator: Mub*ad bin Sayf &1-Din a1 + 
21, TIC[ K 73. 
Single volume.. 10ifgliated. 
Dated ? 33 / 1332-3. 
Call*, rspI*r: lß sd bin Hj j jr Dawlst-ßbih &I-8brräsI. 
0 
22. Chaster Beatty Library, 1469; Ex-Sotheby 27.4.82. (Lots 207-3) 
Fragasntary znzltipla--volume Dopy. Foil. average per gart 44. 
Later end*mleºnt to the Fay r ah Mad raeah 
_in 
Ta0ins , oiroa 1375. 
Dated 734 f 13334" 
calligrapher: Aatr Ha jj 
bin 
Ahaad al-s. yinr. 
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3. Poet.. Ilklhanid Manuscripts. 
1. Astan-i duds, Moshbodº 293. 
Single-volume with comrentary. Rol 356. 
Dated 737 / 1337. 
call i; r. tpher: Mub *d bin Shaykh Yüsuf (al? ) Äb; ri ºSayvid al-Khsttgt+ 
a 
2, Johnfyländs Library , Arabic 760-73 ; Chester Beatty Library, 
1606t1610; Los Angeles County Museum of Art 9 73.5490. 
Fragmentary multiple-volume Dopy. 
3. Chester Beatty Library, 1609; Ex-Spinks 24.4.80. (Lot 59); 
Cinoinat eum of Art (utt-numbered); Metropolitan Museum, 
62.1552.8 ; Boston Museum of Fine Arts, 24.416. 
4-Ch aster Beatty Library, 1458. 
just 21 from a multiple-volume copy. Pol. 149. 
5, "Gusstet"BeattyLibrary, 1487; National Library, Tehran (Z) 
Pr manta y Copy. Fol. 109. 
6. Chester Beatty Library 1470; Bostom Museum of Fine Arts, 29-57--8- 
Fragmentary multiple volume copy. Folo average per part 22. 
Dated 738 Ji 338 at Maraghah. 
cl igrapt r: ctbdalläh bin Ahatd bin Fadlallsh bin cAbdal-Hie d 
7. Ba, vasit Library, Istanbul , 
8056. 
Single 'Volume. Ohfoliated. 
Datid '738 / 1337. 
Ca 
. igrapher: Argh na l-lCämt lT. 
i natort Mahas, ni bin Sayf al : Din eil-Nagqäsh 
8. TI 4t 452. 
Single volume. Unfoliated. 
Dated 739 / 1338-9. 
Calligrapher : Tahy'a al-Jamfl3 al-83A. 
I1luminatora possibly Jýb brm al-XmidT. 
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9. Chester Beatty Library. 1475" 
Single volume copy. Pol. 215. 
Dated 734 / 1339-40. 
Calligrapher Ya ya al-Jam-alt al-Sufi. 
Later Ottoman illumination. 
10. TUM K 452. 
Single volume. Unfoliated. 
Dated 740 / 1340-1" 
Calligrapher: Arghun a1-K eilt. 
Illuminator: VIuhaamad bin Sayf al- Dn al-Nagqäºeh. 
11. Chester Beatty Library,, 1498. 
Fragment. 
Calligrapher: as 10. 
Illuminator: e 10. 
12. Topkapi Saray ,Y 365. 
Single volume. Fol. 251. 
Dated 744/ 1343-4 at Cairo. 
Calligrapher: Nub"-Shäh bin Ahread al Dimaehgi al-Suyüitt. 
. 
Illuminator: possibly Ibräbrm al XzidTT. 
13. Salar Jang Museum, Hyderabad., 182. 
single volume. Fol. 335. 
Dated 74- / 134- at Cairo. 
Calligrapher : I4ubärak-Shäh bin Ahmad a1-ftaasbgi al-Suyuft. 
40 
14. Pars Museum, 456(? ) 
Fragmentary multiple-volume copy. ^ol. average per part, 42. 
s th endowment certificate by Tashi-Kh tün giving it to the 
Shah: i Chiragh Mosque in Shiraz , circa 1345" 
Dated 744 - 745 / 1344-5" 
Calligrapher : Ya1 ra al-, T., maii al-Sufi. 0 do Illuminator: Homaah bin Muh. %mm, 4 al-cAlawi 
15. Topkapi Sarep, Iii 475. 
"inple volume. Unfoliated. 
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Daated T46 f' t34 "at Tabriz" 
Calligrapher: Tähir bin Abi*1-Mukärim al-Zalcä'i. 
, 
16. Pare V[useum, 41000 
Fragmentary multiple-volume copy. Unfoliated. 
J dowment certificate of T an-Shah to the JTwsj l-°Atda, Shiraz, 
777 /1375-6. 
-363- 
4. Manuscripts of Ques*ian&bXo Phron. 
1. lational Library, Cairo, 60. 
Fragmentary multiple part manuscript. Fol, average per part 55. 
Endowment certificate of Sirghitmisb al-Naeiri to his madrasah, 
757 / 1356. 
2. Cheater Beatty Library, 1455. 
Single volume. Fol. 155. 
Für Al-lrfasir , 1ramir al- Dunyä va' 1 Tr} (? ) 
3. TIIDt, K261. 
'Single volt . 
bifoUat d, 
Dated 716 / 1316-17. 
Calligraphers Twgtana r bin 0Abdal-Rassäq al-Shibsb!. 
